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P R E F A C E 
About five or six years ago, when I was teaching in the Baroque 
School, I was once asked by a student, “Why should we study music?" 
This is really a difficult question, it made me consider for a few seconds. 
Then I said, “Usually people say that music, or other fine arts, can 
convey to us a sense of beauty, thus to ‘purify，our heart. This is one 
point, but not the only point, since it cannot explain the existence of 
many art works which are not beautiful in the usual sense. Let me 
suggest another reason here: we study music in order to know the 
history. The word ‘history’ here does not only refer to the past, but also 
present, or even future. Of course we need to know the substantial facts 
in order to know what had happened at the time before us. But it is too 
boring if we only have the facts. Fortunately, we also have art works, 
which can tell us the features of the world, features in different places, 
at different time. This is an indirect way, yet it is a much more 
interesting way.” 
To me, the European history in the nineteenth century is 
interesting, for its energetic and revolutionary spirit, especially those 
pr&sented in 1848 and 1870. This interest perhaps comes from the 
lacking of such spirit in the Chinese culture, while I feel that such spirit 
is essential for the fundamental change in the life of people. 
I have admired Beethoven since my teenage years, because he, 
with his music, represents an energetic and revolutionary figure. In the 
recent years, especially after I had become a teacher, I started to study 
the music by Liszt more deeply, I found that his music is also energetic 
and revolutionary. In a morning, when I was sitting in a chair, thinking 
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about the topic of presentation in my first graduate seminar, I suddenly 
recalled the trumpet fanfare in Les Preludes, and found that it can be 
related to the system of Dialectics. All these ideas came suddenly within 
a few seconds, but they aroused my desire to know that part of the 
history, which I thought should be a revolutionary one. 
This is the reason for this study. It is impossible for me to express, 
in words, all my findings in the process of investigation; because some of 
them, or the most valuable among them, can only be felt implicitly by the 
heart . I hope the reader can also feel something new from this piece of 
work. 





C H A P T E R O N E 
P R O L O G U E 
THE CLASSICAL AND ROMANTIC STYLES 
There are many different ways to understand the style of a 
particular type of music. One can study the details in melody, harmony 
or minute aspects of the use of instruments to recognize the style; on 
the other hand, to know the form, or the overall structure, of the music 
in that particular manner is indeed the most fundamental approach in 
perceiving the music. The structure is important because it is the basis 
-o f a piece, and to a certain extent it determines the usage of the other 
musical idioms. If details are being concentrated on, music by Liszt, 
. • but not that by Schoenberg, is more similar to the music by Mozart; 
however, af ter the structure has been studied, one will find that Liszt's 
music contains many modern and innovative elements while 
Schoenberg's music, from the structural viewpoint, is classical. 
However, the real nature of a musical structure may be difficult 
to r-€^ognize since there may be different ideas presented behind 
seemingly identical musical forms, such as those used in the Classical 
and Romantic eras. 
The Classical Style of Contrast nnd Balance 
In Western culture, is there any music which comprises just one 
idea，and does not contain anything to the contrary? 
Contrast is an essential element to music; it is the source of 
motion, of meaning, and also of completeness. Can we imagine a piece 
« 
of music which involves only consonance but not dissonance, only tonic 
but not dominant, only phrase but not non-phrase, only subject but not 
episode, only stability but not instability? All these pairs are in 
contrast, they need each other to fulfill meaning and completeness. On 
the other hand, contrast has to be supplemented by balance, at least in 
the instance of tonal music, since unstable factors such as dissonance, 
dominant, non-phrase or episode have to be resolved back to stable 
factors like consonance, tonic, phrase or subject, to complete the , 
music. 
It is difficult to decide which concept of the two is more 
important, but no matter what the answer is, contrast and balance are 
two prominent features in the construction of music. This phenomenon 
is particularly obvious and significant in the tonal era，especially in the 
Classical period, in which music was characterized by the extensive use 
of well-balanced forms. Whether in a dance piece, a rondo or a 
movement in sonata form, different levels of contrast and balance must 
be able to be discovered. . 
A typical movement of menuetto，from a classical symphony or 
sonata, in extended ternary form, a sort of multi-level structure, is a 
good instance to illustrate the structure of contrast and balance in 
different levels. In the music, we can see: 
(1) Notes around the dominant contrast with those around the tonic 
to form a phrase, but the tonic will balance out again at the end to 
form a complete sentence, or the first part of the minuet which is in 
a ternary layout. 
(2) An interlude, which is usually a non-phrase, comes to contrast 
with the first part, but this part will be balanced with the 
restatement of itself at the end, identically or similarly, to complete 
the minuet. 
. 2 
(3) A trio section, which is also a product of contrast and balance in 
itself, comes to contrast with the minuet, but the minuet will be 
balanced with the final da capo of itself to construct the entire 
menuetto movement. 
Within such a multi-level structure, musical meanings in 
different levels are acquainted with different levels of contrast and 
balance. Of course not all menuettiioWoyN this basic structure without 
any elaboration. Some possess a more complicated structure with a 
more complex scheme of tonality or more variations employed or other 
properties, but the principle of contrast and balance is still the same. 
On the other hand, music in other forms possesses similar concepts but 
perhaps presented differently. 
There is indeed one more characteristic which is important in 
these classical features of contrast and balance: that is the similarity of 
the materials in balance. In a typical piece of classical music, other 
than the alterations of tonality, the balancing materials, such as an 
antecedent and a consequent phrase,^ the two outer sections of a 
ternary layout, the different statements of a rondo theme, or an 
exposition and a recapitulation, are all similar to each other. There 
may of course be variations within the similarity; however, in the 
classical style, such variations are mostly employed for a purely 
musical, structural reason and do not affect the ambience. In other 
words, the concept of balance is also a concept of reversion in which 
the music 'returns' to the 'original，place of the relatively stable 
1 According to E. B. Kohs, Musical Form: Studies in Analysis 
and Synthesis, (Boston: Houghton Mifflin Co.,. 1976), pp.55-62, 
there are three types of construction for a music period: 
parallel, sequential and contrasting. In contrasting 
construction, different melodies are employed for antecedent 
and consequent phrases, but even so, similar motives and 
materials are used, thus suggesting a sense of balance and 
similarity. 
3 
materials, at the same musical and mental level, after being contrasted 
with unstable elements. In this process of progressing and recurring, 
the music will be, roughly speaking, an entity in a sort of symmetric 
structure, in which the climax usually occurs in the midst of the piece,2 
with different levels of meaning and value presented by different levels 
of contrast and balance. 
Other than the classical style of the eighteenth century, this 
principle of contrast, balance and reversion is employed in some, but 
not all, music throughout the nineteenth century and even，to a certain 
extent, the twentieth century, as in the dodecaphonic music by Arnold 
Schoenberg. 
In 1923，Schoenberg introduced the twelve-tone technique for 
the first time in his Five Piano Pieces, op. 23. However, instead of 
trying to break away from tradition and to modernize music, 
Schoenberg used this technique to recall classical style, which he 
believed is the universal principle in music, in a modern coat of 
atonality. This idea was indeed revealed by Schoenberg's own words: 
"Trying to return to the older style was always vigorous in me; and from 
time to time I had to yield to that urge."^ As with music in the classical 
era, the older style also comprises the principle of contrast, balance 
andtreversion.'^ 
2 The words,'climax* and 'midst' here can only be perceived 
in a general and relative way. For instance, in a piece in 
sonata form, the development can be regarded as the climax and 
• is put in the middle; however, in a menuetto， the trio should 
not be considered as a climax. But within it， and also within 
the minuet, a climax still usually occurs in the middle; this 
situation is similar to that in an ABACA rondo. 
3 Arnold Schoenberg, Style and Idea (N.Y.: Philosophical 
Library, I n c .， 1950)， p.213. 
4 This can be illustrated by the third movement of his Third 
String Quartet, a.scherzo and trio in extended ternary form 
similar to the menuetto, but the restatement of the scherzo is 
sJiortenecL The movement is in a structure of [A-B-Ai]-[C-D_Ci]-




The Romantic Style of TranscenHpnrp 
To a certain extent, the idea of contrast and balance is a 
universal principle in music, but the way of its formation is diverse 
among music in different styles. 
In Rey M. Longyear's book Nineteenth-century 
Romanticism in Music’ a portrait of Chopin, and only that portrait, 
was used on the cover page as a representative figure for romantic 
music. Indeed not just in this book, but also in many other situations 
Chopin's style, a rather sentimental style, is regarded as a typical 
fea ture of romantic musical art. Chopin's sentimentality-if he really 
can be characterized by sentimentality - is a kind of romantic style, but 
should not be the sole idea in romanticism. 
According to Jacques Barzun, in Classic, Romantic, and 
Modern,^ romantic style is not just a single style but a collection of 
different styles; it is a multiversal style, but not a universal style, by 
which classical arts are characterized. ‘‘Romantic art is, in Henry 
James's vocabulary, ‘thick.，... [it] is perfect a r t . . . though it has not • 
always the shape of that very different thing, a perfect work of art.，，6 
The Classical era was a time of homogeneity, because stability was the 
'usual tonal layout, and they all start with an identical theme 
in P-0, the original prime set, and similar accompaniment which 
can be regarded as in P-0 or 1-3. On the other hand, the 
endings of these A passages are also built on the P-O/I-3 sets. 
Therefore, simply speaking, a ‘home‘ effect is formed by the 
theme and the combination of notes, chords in P-0 or 1-3 sets. 
With the home effect, the principle of contrast, balance and 
reversion can be achieved. 
5 First published in 1943 under the name Romnticisw and the 
Modern Ego， this book was published in 1961, by University of 
Chicago Press, as a revised edition to the first. In ten 
chapters, it describes and studies the temper and thought of 
Romantic and so-called Post-Romantic periods from an unusual 
viewpoint. 
§ Jaques Barzun, Classic， Romantic, and Modern (Chicago: The 
Univ. of Chicago Press, 1961), p.73. 
5 
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highest target and purpose to be achieved. But this pursuit of stability 
brought to the arts a bridled style, in Barzun's words, that is "stability 
within known limits，？ This perhaps explains the reason for the 
classical style of balance and reversion. On the other hand, in order to 
break the constraint of homogeneity, the romanticists acclaimed the 
ideal of pluralism, not classical homogeneity, as the real face of the 
world. There should not be a pre-set limit; a world of pluralism should 
also be a world of f reedom. "[Rjomanticism is expansion within limits 
known and unknown."^ The romanticists had to search actively for new 
ideas and new values; they had to adventure fearlessly and encounter 
the risk of dropping the stable and secure old world; they had to 
possess the courage to confront challenge and strife from the new 
realm. The romanticists pursued active greatness, instead of what 
seemed immutable and frozen. In talking about the romantic artists, 
Barzun says that "most of them . . . proclaimed that the goal of life is 
not happiness (in the sense of enjoyment) but activity . . . the romantic 
realist does not blink his weakness, but exerts his power. 
The classical idea of balance and reversion is a kind of stability 
within known limits. To express the active, adventurous and 
courageous romantic spirit, composers started to write music with new 
subject matter; but from a musical point of view, the most fundamental 
change is the alteration in the structure of music itself. 
Basically following the classical, or even the universal, principle 
of contrast and balance, however, there are new concepts of balance 
presented in romantic music (or at least some of it). In such music, the 
later statement of the balancing materials, rather than acting as 
1 Ibid., p .41. 
8 Ibid.， p . 4 1 . 
9 Ibid., p .77. 
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repeti t ion, is stronger in mood and ambience than the earlier one, to 
build，what may be called, a balance with transcendence. The word 
‘transcendence，here means that the materials are presented in a tone 
or a tmosph^r- that goes beyond the original one, and suggests a sense 
of elevation, triumph or glorification. This is not a mere variation or 
thematic transformation, since a transformation may not suggest a 
change in atmosphere or bring a sense of elevation, though such 
transformation is an important means for fulfilling the change. It is 
difficult to define musical transcendence in a logical way, but one can 
experience the presence of transcendence if the musical elements 
change f rom slow to fast (tempo), plain to rich (rhythm), thin to thick 
(texture), low register to high register (melody), unstable to stable 
(harmony), minor to major (modality), and so on. Usually 
transcendence comes when more than one of the above changes is 
involved. The first movement of Berlioz's Symphonie fantastique is 
one of the earliest examples of the concept of transcendence. In this 
movement, the idee fixe, which is introduced softly in the exposition, 
becomes an energetic tutti passage in the recapitulation. 
Besides differences in strength, transcendence is sometimes 
presented in an enhanced way, that is through the synthesis,of the 
contrasting materials. With this technique, elements which are 
originally contrasting to each other will join together to form a single 
section, or even sound simultaneously in a contrapuntal way, in a single 
but transcended ambience. This practice of synthesis does not 
inevitably suggest a sense of transcendence; therefore in music, 
synthesis and transcendence cannot be equated. But for the music in 
romantic era, 'synthesis' are mostly presented together with one or 
. m o r e factors which bring the presence of ‘transcendence.，Also, a 
passage which synthesizes the contrasting materials can give the music 
• 7 
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new meaning and value, other than the original ones given separately 
by different materials. Therefore, in romantic era, ‘synthesis，also 
became an important means to fulfill the idea of transcendence in 
music. The last movement of Beethoven's Ninth Symphony and that of 
the Symphonie fantastique are some of the earliest examples of this 
practice. 
In the classical style, the music progresses back to the old place, 
but in the romantic style, the music proceeds towards a new place which 
is f ree from the constraint of the opening materials and comprises a 
new idea and meaning; but the character of this new place is not known 
when the music begins, and will only be unveiled as the new realm is 
entered. 
8 
C H A P T E R T W O 
J 7 H E C O N C E P T S OF 
d i a l e c t i c s A I s T D T R A N S C E N D E N C i r E 
The principle of transcendence is a prominent feature of 
romantic music. The word 'romantic' may not be so accurate here, 
since there are indeed different kinds of romantic styles, and not all of 
them emphasize this principle. On the other hand, those works 
featuring this transcendent concept are also not entirely identical in 
structure, and make use of the principle to different degrees. 
The Romantic era was a time when music mingled with other 
artistic disciplines. The principle of transcendence can be regarded as 
a means to put music together with literature; in other words, music 
related to this principle is, roughly speaking, usually that allied to 
programmatic ideas, whether poetic or dramatic in subject matter. 
This phenomenon is logical and easy to conceive since, in a piece of 
literary work, the plot or the story must progress or develop in a linear 
wsLfi^ It is quite impossible for a drama to possess the musical type of 
balance and reversion; for a poem, there may be refrains, but their role 
is different from that of a musical recapitulation, and the entire poem 
is still in a linear structure. 
Among t h � p r o g r a m usic in the Romantic era, instrumental 
pieces are suitable for perception of the romantic style of 
10 The word 'linear' here does not means simple or without 
elaboration, but a kind of structure in which the materials are 
of a developing type and will not recur or be restated in an 
identical way. 
9 
transcendence in music. Without sung text, they are all purely sonic art 
works” and, from this viewpoint, are ‘pure，music. As pure music, 
their structure and the significance of the structure can be considered 
from a more distinctly musical point of view. 
When studying romantic program music, musical art works but 
with non-musical subject matter behind them, one finds that, 
interestingly and strikingly, the musical concept of transcendence is, 
relatively and to a certain extent, similar to the philosophical concept 
of Dialectics, a concept introduced by the philosopher Hegel at the 
beginning of the nineteenth century. 
Comparatively speaking, G. W. F. Hegel (1770-1831) can be 
regarded as the counterpart to Beethoven in the realm of philosophy. 
They were both German, born in the same year and, most significantly, 
both of them started a new era in their own disciplines with the 
announcement of new ideas. 
As a new way of logical thinking, Hegel started to introduce the 
principle of Dialectics, from the beginning of the nineteenth century 
when he was teaching in various German universities, to "establish the 
existence of a logical connection between the various categories which 
are involved in the constitution of e x p e r i e n c e .，, I t is difficult to 
perceive the principle through Hegel's own writing, since Dialectics is 
indeed the method he used to construct his philosophical system and 
can be found implicitly and indirectly throughout his writing, but one 
11 Sonic art work here means work that comprises neither 
literary nor verbal elements, stage setting, nor dramatic 
presentation. In the nineteenth century, such a piece of work 
had to be a piece of instrumental music, though in modern times 
there are examples in which the human voice is employed in an 
instrumental way and does not present any words. That was not 
a practice in the Romantic era. 
1,2 John & Ellis McTaggart, Studies in the Hegelian Dialectic, 
(N.Y.: Russell & Russell， Inc., 1964), p.l. 
10 
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can hardly find a single paragraph which deals explicitly with 
Dialectics. The details of the principle are not important for the 
present study; the most significant point here is the basic process in 
which different notions are developing towards the ‘Absolute Idea.， 
In Hegel 's Dialectics, one important point is the concept of 
identity and contradiction. Traditionally, people might think that ‘A， 
cannot simultaneously be ‘not A，，since these two notions possess 
different and contradicting identities which cannot coincide. However, 
in Hegel 's theory, contradiction is indeed a part of identity. This 
contradiction is the difference between the Thesis and Antithesis, or 
the notion and anti-notion. However, the contradiction is actually not 
a true and permanent aspect but is only a transient phenomenon, and 
the two contraries will eventually be synthesized into a single notion. 
Another passage, cited by John and Ellis McTaggart, is a good 
description and summation of Dialectics: 
The examination of a certain category leads us to the 
conclusion that … w e are compelled by consistency to 
predicate of the same subject the contrary of that 
category. . . . On examining the.two contrary 
predicates further , they are seen to be capable of 
reconciliation in a higher category, which combines the 
contents of both of them, not merely placed side by 
- side, but absorbed into a wider idea . . . without 
contradiction.13 
In the dialectic system, only the Absolute Idea is ultimate and is 
independent and real. All other notions are dependent, finite and are 
only abstractions from the Idea, so are imperfect and unstable. Owing 
to the imperfection and instability of the finite notions, contradictions ^ 
.will be produced. Thereby, a second, anti-notion will be developed as a 
negation to the original one. From notion to anti-notion is a process of 
Ibid., p.l. 
, 1 1 
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negation, but the most striking point in the dialectic system is that, 
since the notions are only abstractions, these contraries in negation will 
at tempt to ‘remove，the contradiction in order to ‘return，to the more 
concrete and independent unity. This united, or third notion, as shown 
in the passage above, is not just a combination but a Synthesis, and is 
also a transcendence of the original notion but with characteristics from 
the second one involved. 
The triad of Notion, Negation and Synthesis or that of Thesis, 
Antithesis and Synthesis form a dialectic cycle. However, since only the 
Absolute Idea is f inite and independent, the end of one cycle is not the 
end of the development, but is simultaneously the start of another cycle 
in a higher level, until the Absolute Idea is achieved. 
A philosophical concept may be difficult to observe since a lot of 
logical arguments will be involved in its construction, even if the 
concept is just a simple one. If the arguments are neglected, the 
concept will become doubtful or even questionable. It is the same with 
the present introduction to Dialectics. To a musician, perhaps the most 
explicit example of a dialectic system, in actual experience, is the 
perception of music. Traditionally, there are two ways to perceive 
music: sensational and rational, in which the former is determined by 
Te l l ing , ' the latter by 'Knowledge.，These two ways are different and 
contradict each other, but both of them are valuable; or in other words, 
since both are valuable, both of them are imperfect and are only 
abstractions of the Highest Music P e r c e p t i o n . i 4 The sensational way is 
14 This is a concept fabricated here and can only be 
apprehended in a philosophical way. It means that the usual 
ideas in music perception are incomplete and can still be 
developed, no matter how advanced, proficient or even masterful 
the idea is. The writer is not endeavoring to advocate any 
piarticular way of music perception or to regard it as superior 
to others. 
12 
usually adopted by newcomers to the musical realm, but because of its 
imperfection and dependency, it will be driven to its negation when the 
musician starts to observe the importance, but also the lack, of 
Knowledge. However, the coming of knowledge will not permanently 
expel feeling but transcend it to a higher level. With Knowledge 
involved, this Feeling at a higher level is different from the original one 
and is still open to fur ther transcendence with further involvement of 
Knowledge, or in philosophical words, fur ther Negation and Synthesis. 
The relationship between the concept of Dialectics and that of 
musical transcendence is obvious and clear. For all music, to ("ffering 
extents, the progression is activated by contradiction, but only ior some 
is it also activated by synthesis. The situation for a piece of music is, of 
course, not truly identical to that of philosophy. For a piece of music, 
there it must be a finite notion and a termination in the process; but the 
philosophical system or progression can be, and should be, infinite; the 
target is only presented in the conceptual and not the experiential 
sphere. On the other hand, in a piece of music, a passage of 
transcendence can be substantially a combination of previous 
contrasting materials, as with the example in Beethoven's Ninth 
Symphony; but in some circumstances, as in the Berlioz example, 
transcendence is not presented explicitly in the form of synthesis.""^ 
This is a difference in technique rather than in style, since the most 
important aspect in this process is the transcendence itself, not the 
15 In such circumstances, the transcendent passage is 
explicitly only a transcendence of the 'original‘ idea, like 
the opening motif or the main theme, but implicitly speaking, 
if there is not a contrasting idea to activate the progression, 
the presence of the transcendence will become unnatural. For 
this reason, the contrasting materials are all essential for 
building transcendence, and the synthesis can indeed be 
regarded as existing implicitly. 
13 
synthesis (which, from the viewpoint of music, is only a means for 
presenticig transcendence). 
It is difficult to decide whether it is the rise of program music 
鲁 ‘ 
which induced the style of transcendence or if a change in musical style 
caused the involvement with programmatic subject matter. The 
cultural relationship between Dialectics and musical transcendence, 
• both of which appeared on the cultural scene at about the time, is a 
topic beyond the scope of the present study. It is unconvincing, 




C H A P T E R T H R E E 
S T U D Y O F F R A I S I Z L I S Z T 冒 S 
S Y M P H O N I C P O E M S « 
Franz Liszt's symphonic poems are a group of thirteen single-
movement orchestral works, of which the first twelve were written in 
Weimar in the period from 1848 to 1858, while the last one was written 
twenty-three years af ter the twelfth, in 1881 when Liszt was staying in 
Rome. 
These works are good means through which to conceive the 
musical style of transcendence, since they are all unique single-
movement pieces, and every one of them is in itself a completed 
process of musical progression. In multi-movement works or suite-like 
compositions, it is difficult to decide whether the entire work or the 
individual movement should be considered as a completed process; so 
the progression or the transcendence, if it is presented, will be 
comparatively difficult to conceive in a clear way. But for symphonic 
poems, there is no other material cited which will obscure the 
completeness. As well, Liszt's compositions in the Weimar period are 
often regarded as the climax of romanticism in his music, with new 
ideas, technical as well as spiritual, introduced (just as in Wagner's 
Tristan und Isode,which was also written at the end of the 1850s). 
The title ‘Symphonic Poem，was first introduced, on the program 
of a performance, in April 1854 for the second in the series, Tasso: 
lament�e trionfo. This was perhaps inspired by Wagner when he 
called his Faust Overture a T o n e Poem' in one of his letters to Liszt 
15 
in 1852. Before that, the first few such works were all simply referred 
as ‘ O v e r t u r e s， I n d e e d , many pieces in the series were originally 
written as overtures for works of larger scale of special occasions; only 
af ter revisions did they become independent works under the new title. 
The term ‘symphonic poem，suggests a programmatic tone, but 
indeed not all the symphonic poems carry non-musical content or 
subject matter , even though all of them possess programmatic titles. 
Prefaces were written by Liszt to precede the scores on many occasions, 
but even so, the relationship between the programs and the pieces is 
still difficult to observe, since in these prefaces, except in a few 
occasions, Liszt usually talked very little about the structure of the 
music or its relation to the program. Therefore it is difficult to 
describe or to verify the ‘meaning，or the ‘role，of a particular musical 
idea in the symphonic poems, no matter how reasonable or convincing 
the description is. It seems that Liszt expected his music to be 
perceived from a musical point of view rather than as musical 
reflections of the programmatic subject matter . In order to place the 
symphonic poems as a distinctly important group of romantic works 
and also generally as representatives of the romantic style in music, the 
focus of the following study will be laid on the structure rather than the 
background of the music. 
Transcendence is a style of romantic music, and is a means of 
distinguishing it from compositions in the Classical era. It is 
reasonable and is logical to presuppose that, as works written at the 
peak of romanticism, the symphonic poems employed the principle of 
transcendence and through this, that of Dialectics quite extensively and 
thoroughly; in other words，innovative ideas which are involved in the 
16 From M. Stegemann, Program Notes, in the album Franz 
Liszt: Orchestral Works， vol.l, EMI 1C 157-43 116/19 (1981). 
16 
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m u s k lead from a classical realm into a new and active sphere. This 
basic assumption is to be verified in the following sections. 
In the following sections, structures of the thirteen symphonic 
poems by Liszt will be analyzed. At the end of each analysis, there is an 
overview of the piece from the dialectic point of view. Since it is quite 
impossible for a composer to write a piece of music deliberately to 
substantiate the principle of Dialectics, it is not essential to cover every 
minute detail; thus the overview is brief and does not include every 
possible point at which the principle can be employed. 
The customary numbering system of the symphonic poems, as 
cited in New Grove Dictionary’ is not meaningful for the present 
study, since it coincides with neither the order of composition, of 
premiere^ nor of publication. In order to observe changes in style, the 
studies are ordered according to the date of composition. However, 
because there were various alterations in the nature of certain works, it 
is sometimes difficult to determine the true date of composition. In the 
present studies, the dates cited in New Grove Dictionary are applied. 
一 • ^ 




This is perhaps the most well known of the symphonic poems by 
Liszt. Named after a poem from Meditations Poetiques, written in 
1820，by the French poet Alphonse de Lammartine who lived from 1790 
to I860 the music was originally written, in 1848，not as a symphonic 
poem 1 It as the overture to a choral piece, Les Quatre Elemens; it 
was rev sed, before 1854，to become a piece of music which has its own 
individual life. This means that the title was adopted only after the 
completion of the final version of the music.""? 
It is difficult to know the relation between the poem and the 
music for this piece, since only a preface, but not the poem, is included 
in the score. The preface suggests a pessimistic tone at first: 
What else is our life but a series of preludes to that 
unknown Hymn, the first and solemn note of which is 
intoned by Death?^® 
However, the true idea which this preface, and also this piece of music, 
comes to attain is shown in its conclusion: ’ 
Nevertheless man hardly gives himself up for long to the 
anjoyment of the beneficent stillness which at first he 
las shared in Nature's bosom, and when “the trumpet 
sounds the alarm，，，he hastens, to the dangerous post, 
whatever the war may be, which calls him to its ranks, in 
order at last to recover in the combat full consciousness 
of himself and entire possession of his e n e r g y ” 
17 丁 h i s is a widely accepted point of view; however, there 
are still arguments about the origin of this symphonic poem. 
Different opinions can be found in, for instance, articles by 
A. Main, "Liszt after Lamartine: Les Preludes", Music & Letters 
60: '33-48 n2 1979; or A. Bonner, "Liszt's Les Preludes and Les 
Quat 9 Elemens: a reinvestigation". Nineteenth Century Music 
10:9 -107 n2 1986. 
18 Translation taken from KaImus Miniature Scores 9331, 




Unlike most of Liszt's other symphonic poems, this one is, 
following the classical way of writing single-movement music, in sonata 
form. There are the introduction, exposition and recapitulation of the 
two subject groups and a transition as well as a development. On the 
other hand, these traditional materials are organized in an innovative 
way and through an innovative idea. 
Exposition 
» 
In C major, the introduction begins with motif A in the strings 
(ex.1).20 This motif A, which will be found as a main idea throughout 
the whole piece, is identified by the two intervals, semitone and perfect 
4th. The introductory melody is then repeated, modulated and 
developed during a crescendo, and the two intervals expand to 
become a G 7th chord, which is resolved back to C major. Here starts 
the first subject group. 
The first subject group (ex.2) is solemn and powerful, also built 
f rom motif A, with simple harmony but rich, thick instrumentation. A 
perfect cadence comes after six measures; after the cadence, the 
subject is shortened and repeated for a few measures before it quiets 
down and proceeds to the transition. 
Normally, transition sections are not places of main interest, but 
in this piece of music, the transition plays an important role for the 
understanding of the whole symphonic poem. The transitional theme 
(ex.3), at first in the second violins and the 'cellos, can be regarded as a 
metamorphosis of the first subject, since it begins with a transformed 
motif A (Ai). This melody is then echoed by motif A, which sounds like 
a fragment adapted from the introduction. In contrast to the powerful 
20 The examples are put at the end of the analysis of each 
symphonic poem; for this piece, see pp.25-26. 
solemnity of the first subject, this transition sounds peaceful and 
poetic; it consists of a simple but lyrical melody in slow triple rhythm, 
with a stable harmonic structure and tranquil instrumentation. After 
modulations through C major, E major and F minor with different 
instrumentation, E major returns and the music proceeds to the second 
subject. 
The second subject (ex.4), made up of motif B, is brisk and lively. 
In E major, the harmony is stable with a supporting tonic pedal-point, 
before it modulates to a cadence in G-sharp minor. Despite the 
modulation, the first half of the subject is repeated, after a short 
bridge, again in E major, at a much livelier pace. However, instead of a 
cadence, the music is gradually led to a climax by repetitions of motif 
B. At this point, there is a second transition, which sounds uncertain 
due to broken figures in successive diminished chords. Before a 
development, the transitional theme appears again in duple time and, 
interestingly, integrates with motif B P 
Development 
The music in the development can be divided into four sections 
on the basis of distinct materials used. 
The first section is built on motif A, which also acts as the 
beginning of the development, but this time it is followed by a chain of 
chromatic notes (ex.5); this chromaticism is an important feature in 
this section. Despite the use of the same energetic motif, this section 
sounds (compared with the solemn first subject) crude, mainly due to 
21 There are usually two ways by which different musical 
ideas are synthesized. To distinguish them, two different 
terms are employed: integration means that the ideas come 
simultaneously in a contrapuntal way; combination means that 
the ideas join horizontally to sound as one single theme. 
20 
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the extensive use of the brass section with a harmonic setting full of 
diminished 7ths. At the climax of the section, motif A is restated in 
different shapes simultaneously; then comes a passage which mainly 
consists of chromatic scales which bring the music to A minor, where 
the second section starts. ' 1 
The second section is still energetic, but not crude, aided by a 
rhythmic motif in which motif A is incorporated (ex.6). After a 
cadence in A minor, the motif originally in the brass is repeated and 
taken up by the first violins, but instead of a cadence, this time the 
music leads to B-flat major, in which starts the third section. 
In contrast to the strength of the previous sections, the third 
starts with a soft, calm idea. This section actually consists of 
restatements of the transitional theme, but this time in duple meter 
(ex.7). The theme is stated twice, in B-flat and G major, by the solo • 
oboe and the first violins respectively. This section concludes with a 
quasi-Phrygian cadence from a II5 of G to 1^4 of E major, to start the last 
section. 
Significant new ideas which will play an important role later are 
introduced in this section. After partial statements are made in E 
major and C-sharp minor, a full statement of the idea (in two parts) 
starting with motives C and D respectively, is found in A major (ex.8) 
and then F-sharp minor, simply accompanied by their respective tonic 
chords, but in second inversion. This section of music is simple but 
gives the listener a strong sense of pastoral feeling. Then motives C 
and D are compressed, transformed, rhythmically shifted and 
modulated; after some passages in tonal uncertainty, the music finally 




This recapitulation, not too surprisingly, starts with the second 
subject instead of the first. Although this breaks with usual p rac t ice ,22 
it seems more natural for the final, pastoral section of the development 
to be followed, not by the solemn first subject, but by the lively second 
one. The liveliness is fur ther enhanced by the integration of motif C 
with the second subject (ex.9); thus the development is prolonged into 
the recapitulation. Other than this integration, the subject itself is 
similar to its original shape in the exposition, with a supporting tonic 
pedal point most of the way. The subject is stated twice in A major, 
then twice more in C major. In this process, the atmosphere becomes 
gradually more powerful, while the last statement becomes a full 
orchestral tutti. This last statement is developed into a climax, which 
pushes the music to the following transition. 
This transition is longer and more sectional than the one in the 
exposition. Its beginning can be regarded as a restatement of the first 
transition, but this time it becomes a fanfare of triumph proclaimed by 
the brass choir in C major (ex.10) The fanfare is then repeated and ‘ 
modulates to B-flat major. Af ter a modulation passage, the tonality 
returns to C major, in which motif B, from the second subject, and the 
trarsi t ional theme are combined to form a powerful march (ex.11). 
Af ter another modulating passage, the harmony again returns to 1^4 of C 
major; then comes a strong, broken dominant which, in being resolved, 
proceeds to the restatement of the first subject group. 
22 
There are, of course, instances of sonata form movements 
before Liszt where the recapitulation starts with the second 
subject, mostly when the first subject has already been 
extensively explored in the development; but this is obviously 
not the situation in the present symphonic poem. 
22 
% 
The first subject is in almost exactly its original shape, except 
that some p.ercussion parts are added to make the music even stronger 
and more solemn. There are a few measures of dynamic coda, which 
act as a vigorous conclusion. 
Overview 
As the most famous one among Liszt's symphonic poems, this 
piece of music is significant since it possesses a good equilibrium 
between classical and romantic principles. 
The classical principle of reversion is most obviously achieved by 
the placement of the first subject, in more or less identical shape 
without transcendence, at the beginning and end of the piece. This 
seems to have been a musical rather than a programmatic 
consideration, if the preface of the score is again examined. The 
preface suggests a mood expressing that when Man must face various , 
kinds of oppression, he cannot 'hide' himself “in the calm serenity of 
life in the f i e l d s , t h e value of his existence can only be asserted in 
the process of struggling. This is a romantic spirit, but it does not 
coincide with the treatment of the first subject in the music, which 
finally reverts to its original starting place. 
- - O n the other hand, the romantic style of transcendence is 
presented by other ideas in the music. The most impressive one is the 
transitional theme which, transcending on its way, is transformed from 
a peaceful tone in the exposition to acting as a part in the pastoral 
setting in the development, then finally becomes a fanfare and a march 
in the recapitulation. The second subject undergoes similar 
transformations; it also joins with the transitional theme to denote the 
23 From the preface of the score. Translation taken from 
Kalmus Miniature Score 9331. 
23 
changes in atmosphere, and the progression of the musical ideas. If the 
first two sections of the development depict the oppression which Man 
has to face, the pastoral scene at the end of the development and the 
beginning of the recapitulation should portray calm serenity; the 
contradiction between these two ideas supports the conclusion that 
Man has to struggle in order to assert his value, while the music pushes 
towards the last fanfare and march. 
On the whole, this symphonic poem employs the romantic style 
of transcendence in most parts of the music; but simultaneously keeps 
the universal principle of balance to a more classical extent, by 
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CE QU，ON ENTEND SUR LA MONTAGNE 
(1848-49; no. l ,S.95) 
The title of this first symphonic poem, What one hears on the 
mountains, was taken by Liszt from a lyrical meditation by the poet 
Victor Hugo (1802-85), which was written in July 1829，a year before 
the Paris Revolution, and published in 1831 as a part of the poetic cycle 
Feuilles d'Automne. 
• . 
This piece of music was often called by Liszt himself the Berg 
Sinfonie, ‘Mountain Symphony,' and was sketched in 1848-49, 
premiered in 1850. The work received several revisions in the 
following years, with the final version completed in 185424 and first 
performed in 1857. 
The voices which the poet heard on the mountains were voices of 
the ‘spiritual，(Nature) and the ‘material，(Mankind). Liszt wrote an 
explanatory note about the poem and the music in the first edition of 
the score: 
The poet hears two voices; one immense, splendid, and 
full of order, raising to the Lord its joyous hymn of 
praise—the other hollow, full of pain, swollen by 
weeping, blasphemies, and curses. One spoke of nature, 
the other of humanity! Both voices struggle nearer to 
•, each other, cross over, and melt into one another, till 
finally they die away in a state of h o l i n e s s . ^ s 
This note may not entirely correspond with Hugo's poem, but 
indeed it depicts the music by Liszt. As a reflection of this program, 
the structure of the music does not follow any traditional language of 
24 According to H. Searle, "Liszt, Franz," New Grove 
Dictionary, vol. 11, p.55. But according to C. Dahlhaus, 
Nineteenth-Century Music’ trans. J. Bradford Robinson, 
(Berkeley - Los Angeles: U. of Califonia Press, 1989), p. 238, 
the final version of this work was completed in 1 8 5 7 . . 
• 25 Translation taken from Alan Walker (ed.), Franz Liszt: The 
Man and His Music (London: Barrie & Jenkins， 1970)， p.284. 
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musical form. It can only be roughly divided into three sections: the 
first to introduce the different ideas, the second to display the contrast 
and struggle between them, the third to show the eventual triumph of 
certain ideas over others. Indeed the divisions are not clearly 
distinguishable since fusions of ideas are often perceived in the music. 
First Section 
The first section can be divided into four parts, of which the 
initial three comprise the first extensive group of ideas. This group is 
enclosed by two similar passages, made up of the same motif, as 
introduction and conclusion. 
In E-flat major, the first part starts with, as H. Searle called it,26 
a rumbling motif (A) in the strings. Outlining a tonic chord, this motif 
lasts for six measures, before motif B comes to form an E-flat 7th 
(ex. 12).27 Af ter the two motives are repeated and developed with 
modulation, the harmony comes back to E-flat. In E-flat, the opening 
passage is restated in a stretched shape, with the main theme (ex.13) is 
inserted between the rumbling motif and motif B. After repetition with 
different harmony, the music now leads to a transitional passage in 
which a transformed main theme (MTH，ex.3) is stated in D major and is 
integrated with a new motif C (ex.14). This integration continues to 
modulate, until reaching F-sharp major. 
The second part, starting in F-sharp major, consists of brief 
passages made of a tonal but energetic motif D (ex.15), in different 
tonalities. At the end, the key center goes to C major, where the third 
part begins. 
26 Ibid. 
For the examples, see pp.35-37. 
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This part starts with motif E (ex.16), which is comparatively 
unstable, but supported by sustained C major, then G-sharp major 
chords. With repetitions of the motif, the music ascends to a climax. 
At the climax, there comes a fanfare-type passage, starting with motif 
F，played by trumpets and horns in contrary motion (ex.17). This 
fanfare is echoed by motif E, in both original and transformed versions. 
Af ter this passage, motif A is reiterated, but in a different shape and a 
different tone, with motif D integrated and melded into the agitated, 
rumbling motif (ex.18). After the rumbling passage gradually 
descends, the entire part ends in tranquility. 
The rumbling motif provides a sense of conclusion for the 
previous ideas, to make them sound as an aligned group; by this, the 
new material in the following part sounds as an idea contrasting with 
those before. 
At first stated obscurely in G minor, the new idea, which can be 
considered as the subordinate theme (ex.19), is made of motif G with 
an extension, and is presented in a dark and gloomy tone which is 
totally different from those before. After the theme is repeated once, a 
brief motif A is stated softly by the low strings. It is followed by 
another transformation of the main theme (MT^, ex.20), in B-flat 
maj?!，by a solo violin with simple accompaniment in woodwinds and 
harp. From this point, the entire passage with the two themes is 
restated, with the last MT^ changed to B major. 
This last part may be regarded as a transition between the first 
and the following second sections, since the contrasting idea interlocks 
with the main theme. But the new idea here, though it will not be 
restated frequently, later plays a significant role in the music from the 
programmatic viewpoint. Therefore, it is considered the subordinate 
theme, and this passage is also viewed as part of the first main section. 
29 
Second vSectinn 
Here materials from the previous section (except for the main 
theme) are reiterated generally in reverse order, but with 
transformation, development and occasional integration. 
At the beginning, motif E, with a new extension, is restated to 
integrate with an incomplete motif G (ex.21); at first in G-sharp minor 
but developed in a modulating manner. With the coming of 
transpositions of a transformed subordinate theme, and later the 
fanfare passage in different keys, the music is modulates further. In 
‘ • 
this process, different motives from the previous section, motives C，E 
and F, are also included. The modulations finally settle in B major, in 
which the second part of the first section, the one made of motif D, is 
restated; but this time it becomes faster, more powerful and agitated. 
t 
After the motif D passage is stated again in D-sharp minor, motif 
G comes back briefly in the form of a stretto and is integrated with 
motif C. This passage, in crescendo, ascends to a climax where there 
is a reiteration of the agitated rumbling passage. This statement is 
identical to the previous one, but a minor third lower. Thus motif A 
eventually descends to the dominant of G major. 
In G major, then modulating to B minor, a new idea is stated, 
which is surprising for the sudden change of atmosphere. It is a 
chorale-style passage marked Andante religioso, at first stated by the 
trombone section (ex.22), then woodwinds and strings; the harmony 
finally returns to G major. 
From G major, the last part of the first section is restated in a 
thicker texture with different instrumentation. Here, the materials are 
stated in a reverse order, which means that the MT^ is put before the 
subordinate theme. The subordinate theme seems to be put at the last 
30 
because the following section starts with the recapitulation of the main 
theme, which did not appear in the second section. 
Third Section 
In E-flat major, this section starts with the transitional passage 
which consists of M T � a n d motif C. It anticipates the ‘true 
recapitulation' of the beginning of the entire piece in a totally different 
tone，with the main theme restated powerfully. In identical harmonic 
layout, the rumbling motif A lasts for six measures but is energetically 
integrated with motif C and a diminished motif D (Di，ex.23); then 
comes the vigorous and rhythmic main theme (ex.24) before the E-flat 
7th chord. After repetition in different harmony, motives C and D^ 
continue to foresee another transformation of the main theme. 
Now the main theme goes back to the original lyricism, in E and 
then A major; but on the other hand, it .echoes with the relatively 
agitated motif E (ex.25). After that, motif G, from the subordinate 
theme, comes again in stretto fashion, and motif E continues to 
integrate with it. This leads to a climax where the motif D passage (the 
second part of the first section) is restated once again. After that, the 
music is developed to a climax. 
However, the music suddenly stops at the climax. After a short 
rest, the subordinate theme is reiterated monophonically, just once. 
Lacking any development, the scene is again occupied by the main 
theme, this time MTP and a variation of MT^. With these, the music 
develops to another climax where there appears the third 
transformation of the main theme in this section. 
This main theme is similar to the previous lyrical one, in both 
melodic and harmonic layout; it also echoes with motif E. This time, 
31 
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however, the tone is no longer lyrical but powerful: an orchestral tutti 
with the theme played by high woodwinds and tremolo strings. 
Another transformed main theme, still combined with motif E, 
comes immediately after the third one. A new steady, dynamic melody 
(ex.26)，which sounds like a derivation from a hymn tune, is introduced 
to integrate with the main theme. Since this melody is stated strongly 
by the wind section, it becomes the more significant one between the 
two integrated ideas. At first in D, then restated in E-flat major, the 
integration eventually concludes, with an extension and a perfect 
cadence in E-flat. 
The next passage, still basically in E-flat, is made of several 
different ideas from before, but with motif Di as the most prominent. 
In this passage, motif G, or a compressed subordinate theme, also # 
appears twice. This leads to a reiteration of the dynamic melody, still 
integrated with the shadow of the main theme and motif E. From this 
integration, the music leads to a restatement of the agitated rumbling 
passage, which ends on the dominant of E-flat major. 
The concluding part of the whole piece starts with an incomplete 
subordinate theme, stated in the same dark and gloomy tone; then 
restates the chorale passage, from the previous section, in E-flat, three 
tirrtes over as before; lastly, an extension of the chorale leads to a slow 
and tranquil statement of motif D，which concludes the entire piece 
softly in E-flat major. 
Overview 
From the musical viewpoint, the structure of this symphonic 
poem is complicated because quite a lot of musical ideas are presented, 
and the organization of the ideas is rarely according to usual musical 
practice. For this reason, it seems better to perceive the music in a 
• 32 
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programmatic way, in order to know the structure of the music. As the 
composer has not given any indication of the ‘content，of the music, 
perceptions of this symphonic poem may be divergent. But from the 
musical point of view, it is the main theme, perhaps a depiction of the 
‘Voice of Na tu re / which has the final triumph. Since it is “raising to 
the Lord its joyous hymn of praise，，，so the triumph is eventually shared 
with, or even handed over to, the dynamic hymn. Because the two 
voices are to “melt into one another，，，motif F may be regarded as the 
voice of humanity since it is combined with the main theme in all of the 
last statements. At this moment, there can be no concrete verification 
of the identities of the motives. However, as compared to motif E, 
motif G corresponds to the description of "hollow, full of pain, swollen 
by weeping, blasphemies, and curses，，more accurately; and since it 
plays a dramatic role in the last section, struggling for a place on the 
scene, it is considered to be the subordinate theme of the piece. 
In the first section, the music starts with a group of ideas which 
are generally in a brighter tone; these contrast with the subordinate 
theme, in which the tone color is dark. The contrasting materials begin 
to struggle in the second section, which is harmonically more unstable 
as compared with the first; this instability and the frequent integrations 
sugg£st a sense of struggling, in which there is no one idea which is 
obviously more prominent than the others. A point which should be 
noticed is that, in this extensive passage of integration, the materials 
from the first group of ideas are stated in a way similar to the 
atmosphere before; but for the subordinate theme, instead of a dark 
color, a more agitated tone is employed. The struggle is settled in the 
last section, in which the main theme takes the victory, with further and 
fur ther transcendences. The subordinate theme endeavors to break 
onto the scene, but up until the end, it does not succeed in making a 
33 
complete appearance. On the whole, this symphonic poem is generally 
& process of ascendence from the beginning to the end; but instead pf 
landing at the climax, a tranquil conclusion brings musical bal^np^ tp 
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TASSO: LAMENTO E TRIONFO 
(1849;no.2,S.96) 
Torquato Tasso (1544-95) was an Italian poet described by B. 
Russano Harming as "one of those rare l i te ra l , figures whose works 
held an immediate and continuing fascination cor musicians and writers 
alike and whose life became a legend that sun ived his death by three 
centuries.，，28 If his life is a legend, it will best be described, as in the 
title of this piece of music, as lament and triumph. In spite of his 
genius，Tasso，s life was bitter and his works were not understood by 
those Italian princes who patronized him. In 1579，he was even placed 
in an asylum for seven years by the Duke of Ferrara. It was only in his 
last years that his genius was recognized, but before he could receive 
the laureate with which the Pope planned to crown him, he died in 1595 
at the age of 51. However, Tasso had his eventual triumph and, as Liszt 
wrote in the preface to this score, “his glory still lives in the popular 
songs of Venice . . . three hundred years after the poet 's d e a t h . 
The first version of this symphonic poem was written in 1849 as 
the overture to Goethe's play Torquato Tasso, in a performance at 
Weimar on 28 August of the same year, the centenary of Goethe's birth. 
Af te r several revisions, the last version of the piece, in which the middle 
menuetto section was added, was first performed under its present 
title in 1854； Other than Goethe's play, Byron's poem The Lament of 
Tasso was also cited by Liszt in his preface. It seems that both works 
are sources from which Liszt got the inspiration to write the music. 
The music is structurally divided into three main sections and an 
introduction. However, the structure is not accurately described as 
28 B. Russano Manning, "Tasso, Torquato", New Grove 
Dictionary, vol. 18, p.589. 
29 Translated by Humphrey Searle in the score published by 




ternary form, since materials of the three sections indeed come from 
the same idea and are varied and are developed along the way. Thus the 
concepts of contrast and balance are not so clearly perceived in this 
symphonic poem, though their presence cannot entirely be denied. 
Introduction 
The introduction itself is in ternary form. Marked Lento, the 
first part begins in C major with motif A. It is then echoed by motif B to 
complete a B diminished 7th chord (ex.27).3o After the passage is 
repeated an augmented 5th (or a minor 6th) higher, transpositions of 
motif B in successive diminished harmonies lead the music to the 
second part . 
Contrasted with the slow and dark first part, the second is fast 
and tensile, and is in a small-scale ternary layout. Its beginning is also 
partly based on a fragment of motif A (ex.28). After an interlude made 
up of transpositions of a motif outlining a diminished chord and motif B 
in a rapid manner, the harmony is finally brought back to the VIP, and 
with it the reiteration of the fast motif A, this time in the woodwinds, 
integrated with the modified motif B in the strings (ex.29). 
A brief restatement of the opening passage, consisting of motives 
Ai afld B, concludes the introduction in the dominant of C minor, 
before the slow first section begins. 
First Section 
The first section is again a ternary structure, with the melody 
I 
taken from the opening lines of Tasso's epic Gierusalemme ^hich 
Liszt had heard, as he wrote in the preface, from the gondoliers of 
30 For the examples, see pp.45-46. 
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Venice. However, Liszt did not specify how much of the melody (whole 
or in part, main theme or subordinate theme) was directly taken from 
the gondoliers' song. 
It is marked Adagio mesto, sad, at the beginning of the section. 
As a reflection of that, the first statement of the main theme, in C 
minor, is played by the dark-colored bass clarinet (ex.30) and is sparsely 
accompanied by the low-register instruments. With usual cadences, 
both phrases conclude with motif A, while the opening motives C and D 
are also significant, as they will be used later. The theme is then 
repeated by violins, simultaneously one and two octaves higher than in 
the first statement, and is also accompanied by patterns similar to the 
previous appearance, but in a wider range and more frequently. 
Following the main theme, there comes the subordinate theme, 
by the solo，cello, in A-flat major(ex.31). This theme is livelier as 
compared with the main one, partly owing to the flowing accompanying 
figure by the violas. Af ter a half cadence also made from motif A，the 
theme is then repeated by violins; but instead of any cadence, the music 
is brought to a brief development-like passage by using the repeated 
and modulated motif B as extension to the theme. The music gradually 
descends after the climax, and is led to a D-sharp dim. 7th chord. 
The main theme comes back in E while the diminished chord is 
being resolved, this time in major mode, and is stated strongly by 
trumpets with horns added in the second phrase. Other than the change 
in modality and instrumentation, the agitated accompanying pattern 
and the rhythmic alteration in melody also make the music sound faster, 
more rhythmic and energetic in tone (ex.32). The main theme is 
eventually concluded by a powerful post-cadential extension. 
A codetta is put at the end of the first section, which is started, by 
woo'dwinds, as a brief imitation of the very beginning of the piece. Then 
40 
repetitions and modulations of motif A lead to a strong integration of 
motives A and C in F-sharp major, at which point the following section 
begins. 
‘ Second Section 
The second section is, strikingly, in minuet rhythm and can be 
divided into two parts. The first part, once again, can be regarded as a 
ternary setting in which the main idea, the minuet theme, is a melodic 
phrase made from transformed motif A (Ai) and anew motif E. It is 
first stated by two，cellos in F-sharp major (ex.33) twice over; then the 
whole passage is transposed and restated in A-sharp minor. The 
interlude is relatively brief; harmonically it is basically a dominant of F-
sharp. It consists of a few motives, one of which is motif F (ex.34). The 
minuet theme is then reiterated with the same harmonic layout as the 
, first time, except that the final phrase modulates enharmonically to B-
flat major. This time, however, the texture is much thicker, with the 
melody stated by violins and clarinets; more instruments are employed 
for more materials. Among these, motif F from the interlude is 
integrated into the passage. ‘ 
The second part comes after a brief transition. Here, the main 
andisubordinate themes are reiterated but are modified to match the 
minuet-like tone. First comes the main theme in F-sharp major played • 
by violins and 'cellos (ex.35). But the idea in the previous part still 
continues, using motif A^ to replace motif A for the cadences. The 
motif is also used as accompaniment by woodwinds; other than that, 
both phrases conclude with motif E in the bass. After the theme is 
restated in B minor, the music modulates to G major through an 
interrupted cadence. The subordinate theme is now presented in G 
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major. Af te r the half cadence，it is repeated and developed to a climax， 
where the introduction is strikingly reiterated to act as a transition. 
Emerging during the climax, it is logical to restate the 
introduction from the fast and tensile second part with the first part 
omitted. Other than that, the 麵sic is precisely identical to its original 
form except for the very last few measures, since it concludes with a 
secondary dominant instead of a dominant as before. 
Third S e r t i n n 
The last section is swift and vigorous, marked Allegro con 
则 I t o brio at the beginning. After a brief prelude, the minuet theme 
is reiterated lightly in C major, but in lively duple time with motif Ai 
replaced by A2, and a diatonic scale replaces motif E (ex.36). This 
statement of the theme is in a layout similar to the one before, twice in 
t o n k major and twice in mediant minor in the strings, and the theme is 
handled as a subject group in ternary form. After the theme, there 
comes again an interlude. At the end of this interlude, the theme is 
stated twice, softly in B-flat major, by the flute. But the real 
recapitulation of the theme is still in tonic major and is stated strongly 
in an orchestral tutti. After repetition, the entire subject group 
concludes with two statements of the theme in, rather than the mediant 
minor，E major. From here on, the music leads to a passage of 
successive diminished chords, where a transition in developmental 
style, before the final statement of the main theme, begins. 
This transition can basically be divided into two parts in which 
the first is a passage of combination and integration of different 
motives. After the successive diminished chords, motives C and D from 
the main theme are at first combined softly, then are integrated with 
motif A added. A crescendo brings the music to a climax where the 
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three motives are integrated in different ways (ex.37). A new motif in 
the horns and trumpets (ex.38) comprises the other part of the 
transition which comes after the climax, and it eventually brings about 
the emergence of the main theme. 
This final statement of the main theme in C major, Moderate 
pomposo, is powerful and solemn. While the first phrase finishes with 
a half cadence, the second concludes in E major, and an extension 
fur ther brings the tonality to A-flat major. 
The tonic C major is only reaffirmed in the closing codetta, or the 
coda to the entire symphonic poem, which is basically made up of 
different transformations of motif A. Other than affirming the tonality, 
the passage also concludes the music in a vigorous way. 
Overview 
This is a piece of music which makes use of the transcendental 
three-part form in an extensive way. In other words, we can observe 
several three-part forms in different levels, but none of them, except 
the one used for the introduction, come in a balanced form; that means 
with a transcendental third part, with or without synthesis. 
參 
A classical ternary form in slow-fast-slow pattern is employed for 
the-introduction, but with one in a synthesized way (motif A-motif B-
integration of A & B) for its own second part. To explain in a simpler 
way, the structure of the rest of the piece is shown in the following 
diagram: 
厂--1st section-{I} 
{[MT(a)-ST(b)-MT in E major(a ')]} 
……[A] � -
厂 2nd section {II} -飞 
{[MinT(c)-interl(d)-MinT'(c with d)] [minuet-like MT&ST]} 
_ V. - [B] J 丄--[A with B] J 
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r---------------- 3rd section {I with II} ---------------------, 
{fast Minuet S.G. - interlude (from MT) - strongest MT} 
The first section is obviously a transcendental ternary with the 
main theme stated strongly and agitate·dly in major mode. Similar 
transcendence can also be observed in the minuet theme groups in th~ 
se'cond and third sections. If the two parts of the second section are 
considered as·two separate passages, then the second part, where come 
the reiterations of the main and subordinate themes, can be regarded as 
a synthesis of the previous materials. This is because the two themes 
from the first section are presented·in minuet rhythm and with motives 
from the minuet theme int~grated, so to suggest a combined 
atmosphere. 
The last section is a transcendent version of the second section 
rather than the first. However, since the two themes in this section 
appear in two distinctive rhythmic patterns, while the main theme states 
a rhythm similar to that of .the original one (4/4), it sounds like a 
synthesis of the ideas from the previous sections, in a transcendent way, 
rather than just a reiteration of the second section. 
As a whole, this symphonic poem starts, in the introduction, with 
a soft and lamenting main theme in C minor. This theme eventually 
progresses to become a strong and triumphant melody in C major, which 
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In 1830, the young Liszt sketched his first orchestral work, the 
Revolutionary Symphony, inspired by the Paris July revolution, but 
this work was never completed. In 1849 and 1850, impressed by the 
1848 revolution, Liszt tried to rewrite the work in the form of a five-
movement symphony. Only the first movement was completed, based 
on the first movement of the original work and with orchestration by 
Liszt's assistant Joachim Raff. Later, the music was revised by Liszt to 
become an independent piece as symphonic poem, the Hero'ide 
funebre,^^ 
As compared with the other symphonic poems, this piece is more 
stable in tonality, with most sections concluded by complete cadences. 
The music is divided into three main sections in a ternary layout with a 
coda-like synthesis inserted into the last. 
First Section 
Before the coming of the main theme, there is an introduction 
which is started by pitchless percussion playing four measures of a sort 
of funeral march ( e x . 3 9 ) T h i s short passage is important in the sense 
thaf it anticipates the spirit of the music and is also a symbol to start 
and conclude sections as well as the entire piece. The introduction is 
constructed with modulations of the main motif (A) and a chromatic 
scale. The modulation finally stops on an E diminished 7th chord, the 
VII of F minor. 
31 More information on the Revolutionary Symphony can be 
found in: Humphrey Searle, The Music of Liszt ， 2nd ed. (N.Y.: 
Dover, 1966), pp.6-7. 
32 See pp.53-4 for the examples. 
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In F minor, the section A is itself a ternary setting, in which the 
first part consists of two statements of the main theme, based on motif 
A with extension. The first statement is played by strings, with echoes 
in dotted rhythm by bassoon and horn (ex.40). It is significant that 
within the subject, motif A begins basically with the narrowest interval 
of a semitone, or a minor third for the extension; on the other hand, the 
theme is modulating,by transposition, on its way from F minor to a G-
sharp dim. 7th chord which can be perceived enharmonically as a B 
dim. 7th. Then a short motif (B) (ex.41), supported by 1^4 and V of A 
minor, is inserted between the two statements of the main theme. In 
the reiteration of the subject, the musical ideas are the same as those 
the first time, but the instrumentation is basically reversed; the theme 
is taken up by the wind section while the strings play the echoes. This 
alteration gives the music a much heavier color. 
The middle part of the first section is a modulating, transition-
like passage. It starts with echoes between a varied motif A and a new 
motif (C) marked flebile’ tearful (ex.42). The music is then 
developed, in crescendo, with transpositions of echoes between 
different versions of motif C and motif A. At the climax, there is 
another strong new motif (D)，which sounds against a syncopated D-
f la t f lo te (ex.43). Later, the D-flat note becomes a full E dim. 7th, 
which brings the harmony back to F minor, in which the main theme is 
t rei terated. 
The main theme is only stated once in the third part and is played 
strongly by the brass section, with the echoes in the woodwind. On the 
other hand, a varied motif D, in the strings, is also integrated to 
enhance the strength of the music. At the end of the theme, the B dim. 
7th is replaced by a B major, which gives the subject a much stronger 
conclusion. 
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A varied motif B，in F minor and again supported by the 
dominant in the harmony, follows the main theme. From the dominant, 
there is a short codetta which finally concludes the whole section A 
with a cadence in F minor, with the reiteration of the opening 
percussion passage at the end. 
Second Section , 
The middle section contrasts sharply with the first in tempo, 
rhythm, tonality and even atmosphere. In D-flat major, a horn and a 
flute, in the same octave, play a tranquil and sustained melody as the 
subordinate theme (ex.44), with support from soft and simple 
accompaniment. The subject is harmonically very stable in the first 
half and gradually modulates to B-flat minor later. However, very 
surprisingly, the harmony changes to major mode just at the moment of 
cadence with a broken B-flat major chord in the trumpet. Unlike the 
tranquil air at the beginning, this broken major triad anticipates a 
triumphant tone. The triumph is verified and enhanced by an extensive 
B-flat arpeggio which is gradually strengthened to lead to a powerful 
conclusion (ex.45). 
After a few measures of modulation, the theme is restated once 
a gam in D-flat major, but this time its tone and texture are 
strengthened with violins and a flute which come to double the melody 
one and two octaves higher, besides the original voice in horn and 
，cellos; at the same time, the accompaniment is also thickened. Instead 
of B-flat, this time the theme modulates to C minor/major but with 
exactly the same pattern in cadence and conclusion; this is also the 




The first statement of the main theme is omitted in the 
recapitulation, which starts directly with the second part. This 
statement of the transition is basically identical with its previous 
appearance in general layout, but is gradually accelerating on its way, 
and with some changes in instrumentation, in order to make the music 
sound more nervous and tense than at first. This tension also leads to a 
more powerful reiteration of the main theme. 
In this statement, the main theme is, like the one at the end of 
the first section, still played by the brasses, but the original motif D in 
the strings is replaced by a melding of motif A and the dotted-rhythm 
echo which suggests a broader and stronger feeling. This is fur ther 
enhanced by the starting interval of a perfect 4th in the last motif A of 
the main theme, which is in B major (ex.46). Interestingly, instead of 
the codetta, the subject this time leads to a conclusion adapted from 
the middle section! From this, the music proceeds to a coda-like 
passage. 
This passage can be regarded as either a separate coda or a part 
of the third section. On the one hand, it is placed after the conclusion 
of the main theme, which means after the completed ternary setting; 
f rom this viewpoint, it should be regarded as a coda. However, the 
codetta taken from the first section is laid on after this passage, making 
it appear to be a part of the last section. 
The motif from the main theme is restated at the beginning but is 
modified in rhythm and in intervals, to match with the successive 
diminished harmonies with which the passage starts. The harmony 
eventually settles in F major through a resolution of a German 6th-V, 
in which comes a glorious and triumphant integration of the opening 
measures of the subordinate theme and the modified motif A (ex.47). 
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In major mode, the intervals of motif A are now expanded to match this 
glorious tone. The integration at last concludes powerfully with an 
extended B 9th chord, partly made of motif A. 
After the integration, the codetta is recapitulated in a shape 
similar to the original one in the first section. The entire piece 
eventually concludes, af ter the reiteration of the percussion passage, 
with a cadence in F major, peacefully in the low voices. 
Overview 
This symphonic poem is classical as compared with the previous 
one, Tasso. Even though the final version was completed around 
1854，one cannot neglect the fact that this work was indeed sketched 
for the first time in 1830; therefore it is reasonable to expect a more 
classical style. Yet, innovative ideas, which can be regarded as 
indications of the later style of transcendence, can still be observed in 
this work. 
In ternary form with coda, not all the reiterations of the main 
ideas are identical to their first appearance. The restatement of the 
main theme, at the end of the first section, sounds in a manner which is 
stronger than that at the beginning, and with materials from the second 
pantintegrated. This main theme also possesses a conclusion with a 
major chord, for the first time in this piece. All these changes give the 
theme a tone brighter than the original dark color, and suggest a 
transcendent atmosphere. The color becomes even brighter when the 
theme is restated again in the third section, after the coming of the 
brilliant subordinate theme. 
Other than brilliance, the subordinate theme also indicates 
tenderness in its first half. These features can be considered as 
'positive,' compared with the darker color of the main theme. The 
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positive and negative are combined when the two themes are 
integrated in the coda, as a synthesized transcendence of the two 
original ideas. On the whole, this symphonic poem is constructed in a 
dialectical way similar to the previous one, Tasso, but is simpler in 
structure. At the same time a concept of balance is also attained, to a 
certain extent, since the percussion passages, though musically simple, 
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Under the title "symphonic poem", this work was first performed 
in October 1855，but its history can be traced back to 1850. In that 
year，a statue of the poet Herder was unveiled at Weimar. For the 
occasion, Liszt set Herder ' s dramatic poem Entfesselten 
Prometheus (Prometheus Unbound) to choruses and wrote an 
overture to it. The first performance of the work was given in August 
1850. It was only in 1855 that Liszt revised the music and also the 
instrumentation, originally done by Joachim Raff, to make it a 
symphonic poem. 
Structurally in sonata form, this piece consists of five significant 
ideas, or groups of motives. Besides the usual two subjects, the other 
three ideas come from the introduction and the development; however, 
f rom the structural point of view, they may be regarded as more 
important, compared with the ideas in the main subjects. 
Introduction 
Three motives are presented in the introduction, which starts in 
a powerful way with motif A ( e x . 4 8 ) S t r i k i n g l y , the motif is 
supported by a chord made up of 4ths: F-B-E-A, with the note F at the 
bass, and is repeated once with support from a similar chord: F#-B-E-
A. This is an important motif, since it will be reiterated but modified 
later at certain critical moments to denote the progress of the musical 
ideas. Af ter a few measures of interlude, there comes motif B, which is 
made of a G-sharp diminished 7th chord (ex.49) and will later be 
developed into the first subject group. This chord continues on its way 
33 See pp.61-2 for the examples. 
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to enfold the following motif C, marked recitativo, again made of a 
diminished chord, and is played by woodwinds and violas (ex.50). The 
transpositions and extension of this motif C are eventually resolved to 
A minor. 
Exposition 
The exposition comes onto the scene while the harmony is 
proceeding to A minor. The powerful first subject is mainly made from • 
motif B and is tonally obscure in character (ex.51); so the tonality of A 
minor is only represented by the accompaniment and, harmonically, by 
the dominant instead of any true tonic. Then the music is expanded, by 
contrary motion between the theme and the accompaniment, to a wider 
extent but finally goes back to the G-sharp dim. 7th, a substitute 
dominant of A minor. The subject is followed by an extension which 
leads the harmony to F-sharp minor before the transition is introduced. 
The transition is a variation and expansion of the introduction, 
with the same motives presented. At first, motif A comes strongly with 
intervallic modifications and is echoed by itself, then it is expanded 
(ex.52) and transposed. As it reaches F major, strong echoes made of 
fragments of motif A are sounded between strings and woodwinds 
(eX'.53), which form the motif A]，to bring the music to the reiteration 
of motif B. This time motif B is at first echoed by motif C，not as a 
recitative (ex.54), to outline successive diminished harmonies. 
Following this passage comes the restatement of the recitativo. The 
play of transposition continues its way into the shortened recitativo, 
and the harmony eventually settles on A dim. 7th and is resolved to B-
flat minor, where the second subject also starts. 
The second subject, or subordinate theme, is actually in D-flat 
major with the B-flat only serving as a VI chord. Contrary to the 
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powerful first subject, the second, marked dolce, is lyrical in nature 
and is at first stated softly by，cellos (ex.55) with simple 
accompaniment. Af ter a cadence, the theme is repeated and is taken 
up, together with，cellos, by violins an octave higher. In this time the 
melody, while leaving D-flat major on its way, is developed, by 
repetitions and transpositions of motif D^, to ascend to a climax at 
which the harmony comes back to the dominant of D-flat. This also 
concludes the entire exposition. 
Development 
The development is a huge and energetic fugal passage with the 
subject consisting of two new motives (E & F); it starts, harmonically 
connected with the exposition, in D-flat (ex.56). After a usual fugal 
beginning (tonic-dominant-tonic-dominant) in four voices, the two 
motives are developed and elaborated thoroughly, in combined or 
separate form, by contrapuntal techniques such as diminution, 
augmentation, stretto, integration and the like. Near the end of the 
development, motif A in a shortened form and motif B emerge to 
combine and integrate with the inverted motif F (ex.57). This 
integration gradually pushes the music to a climax where motif A is 
restated in its complete configuration, but in a way much more 
powerful than any of its previous statements; this also starts the 
recapitulation. 
Recapitulation 
The music is recapitulated from the introduction. Besides the 
powerful motif A, motives B and C are also introduced in a shape 
identical to the original one, except for a change in instrumentation for 
tht^recitativo in which the melody is played by brasses instead of 
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woodwinds and strings; this gives the melody a stronger and more 
assertive tone. From the structural point of view, this reiteration of the 
introduction may be regarded as the conclusion of the development, 
since it is placed before the first subject, in any case, it is most 
important to recognize that the reiteration is made as the climax after 
the development, and after all the previous sections. • 
Following the introduction material, there is the first subject 
with its extension, up to the F-sharp minor section, in a configuration 
identical with the first statement. It is then followed by an abbreviated 
transition with merely the motif A"" in F-sharp minor, from which the 
harmony is changed to A major to restate the second subject in the 
tonic major mode. It is interesting to notice that this first subject as 
well as the transition are omittable, as Liszt has stated in the score; this 
denotes that, in Liszt's mind, they are not as significant as the other 
parts of the recapitulation. 
The subordinate theme in this statement is identical to its 
original shape, but there are differences in the accompaniment and in 
the instrumentation. These differences, together with the faster 
tempo, make the music, which is marked Stretto, Piu animato，sound 
more energetic. The energy leads to a reiteration of materials from the 
development. 
Af ter the subordinate theme reaches its highest point, 
repetitions of motif E appear, to bring the harmony back to the 
dominant of A major. While the dominant is being resolved, motif E 
comes again, but this time more powerfully in A major in the ^wm'wind 
section, and is integrated with motif F in the strings (ex.58). As 
compared with the statements in the development, this appearance of 
the motives as well as the integration is the most powerful one. After 
thelntegration repeats with reverse instrumentation, the subordinate 
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theme comes again, in tonic major, in a triumphant tone with motif E 
integrated at the beginning (ex.59). After it, motif E comes again but 
this time combined with motif A, which has undergone modifications. 
This is a peculiar recapitulation in which the second subject 
plays the most significant role and is ascending along its way with the 
motive force derived from the ideas in the development. Following it, 
the modification of motif A pervades into the coda, which is a thorough 
exploitation of motif A with motif E integrated at certain moments. In 
the process, the music becomes increasingly energetic and eventually 
concludes in a vigorous way. 
Overview 
In this piece of music, the first subject and its extension are 
exactly restated in the recapitulation. This is usual practice for Liszt's 
symphonic poems, especially among the later ones. However, this exact 
restatement is omittable, as Liszt indicated in the score. This 
indication clearly shows that these ideas are not the nuclear parts of 
the music. 
The first subject of this piece is indeed not a main theme in the 
usual sense, which should possess a function of integrating the musical 
ideas; instead, it is only a first subject from the structural point of view. 
That means that it is only 'defined，as the first subject since it is put at 
the place where usually the first subject is put. However, in the 
progression and development of the musical ideas, one can find that it 
is the materials from the introduction, the second subject and the 
development which play more significant roles. 
The introduction material, as a passage consisting of the motives 
A, B and C, appears three times: at the beginning, as the transition 
between the two subjects in the exposition, and before the 
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recapitulation. Between the first two appearances, there is the first 
subject; but since the first subject is very unstable in harmony and is 
developmental in nature, to a certain extent, it sounds like a 
contrasting passage to lead to the first transcendence of the 
introduction, rather than a theme. After the second subject and the 
development, the introduction comes for the third time, most strongly 
and also integrates with materials from the development. 
The lyrical second subject and the following, energetic 
development (motives E and F) are two other main contrasting 
passages. The second appearance of the second subject, in the 
recapitulation, is stated a little more strongly than the first. But a 
really powerful statement is the one integrated with materials from the 
development, its contrasting passage; thus the one resulting in 
synthesis. In this synthesis, motif A from the introduction also joins in. 
There are two transcendences presented in this piece of music: 
the one of the introduction and the synthesized one of the second 
subject and the development. On the whole, the two transcendences 
can be considered as progressing in an interlocking way and joining at 
the final synthesis; all these are shaped in a sonata form with motif A 
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(1851;no.6, S.lOO) • 
Ivan Mazeppa was a Polish nobleman who lived from 1644 to 
1709. Because of an affair with the young wife of a count, he was bound 
naked to a wild horse which was driven through the steppe into 
Ukraine. Mazeppa was finally saved by the Cossacks, and later he 
became their leader. This story was celebrated by Victor Hugo, among 
many artists, in 1829，in the 34th poem of his cycle Les Orientales.^ 
In 1840, inspired by Hugo's poem, Liszt added the title 
Mazeppa to the fourth of his Etudes execution transcendante 
for piano, rewrote the ending of the music to fit the story of the hero 
and published it separately. In 1851 this piano study was enlarged, 
with new materials for the conclusion, to become an orchestral piece. 
Af ter several revisions, the latter was first performed in 1854 as a 
symphonic poem. 
In the score, Hugo's poem is included as a preface. According to 
the last lines of the poem, 
He totters 一 falls lifeless 一 the struggle is ended 一 
We hail him then kingl^s 
there is a process of struggle, defeat and triumph. This process is also 
ref.iected in the music, which comprises an introduction and three 
contrasting sections. Among the three sections, the first one, basically 
an enlargement of the piano piece, occupies more than half of the 
length; the second one is brief but is an expansion of a part of the 
original ending; while the last section, the triumphant conclusion, 
consists of new materials added for the orchestral version. 
34 Information taken from "The Orchestral Works" by H. Searle 
in Alan Walker (ed.)，Franz Liszt: The Man and His Music 
([London: Barrie & Jenkins, 1970), p.293. 
35 Translation taken from Kalmus Miniature Scores 9334, 
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Introduction 
The music starts with a strong B-flat minor chord in the winds, 
then a rapid running figure, which at first, outlining the dominant of D 
minor，is presented by the strings; the harmony is also revealed by 
motif A in the woodwinds ( e x . 6 0 ) A f t e r going through other chords, 
the harmony comes back to the dominant and the music is then 
developed mainly, together with other materials, by repetitions of 
inverted motif A. At the climax, the dominant of D minor comes back 
again to lead to the unveiling of the main theme. 
First Section 
This extensive section is framed in an extended ternary form, but 
with similar materials in different parts. 
The first part , in 6/4 (2 x 3/4) time, is itself in a ternary setting 
with the main theme (MT) emerging strongly at the beginning. In this 
first appearance, the theme is stated by the low brasses and strings; 
motif B prevails in the first half, while motif C prevails in the second 
(ex.61). The main theme concludes with an imperfect cadence, but the 
dominant harmony continues onward into a transitional passage which 
is made up of a violent motif and a rhythmic, transitional theme (TT, 
ex.62). While the dominant is being resolved, the main theme enters 
again. This theme ( M T ” is similar, but not identical, to the original 
one in this statement. At first, it is stated by winds in both high and low 
registers; af ter the first few measures, it starts to modulate. With the 
insertion of eight measures of new melody, made up of motif D (ex.63) 
between the two halves, the theme modulates to F-sharp minor. The 
36 See pp.69-70 for the examples. 
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last measures are similar to their original shape, with the melody stated 
by trombones and tuba, and it again concludes with an imperfect 
cadence. The transitional theme is restated around the dominant of F-
sharp minor to lead into the second part. 
The second part begins with a passage made up of an extended C-
sharp chord. This passage acts as a harmonic linkage to the first part, 
and also as a prelude to the main theme which, in a varied form (MT^, 
ex.64), is still the prominent idea in this part. However, the 
atmosphere contrasts with that in the first part. In 4/4 time, the MT^, 
made up of motives B and D with certain intervallic differences, is not 
so rhythmic as the original main theme; it thus suggests a tender and 
soft tone rather than a dynamic one. Starting in B-flat minor, the 
theme eventually modulates to G minor with a Phrygian cadence at the 
end. Then the transitional theme comes again, around the dominant of 
G, to lead to the reiteration of the whole passage a semitone higher. 
However, instead of going to a Phrygian cadence in G-sharp minor, the 
conclusion of this MT^ is developed, through repetitions of motif B in 
stretto fashion, to a climax; hereafter the music proceeds, powerfully, 
to the last part . 
The third part is basically a reiteration of the first in 3/4 time, 
wit l t the first main theme and the transitional passage nearly identical 
to their original shapes in melody, harmony and even accompaniment. 
A significant alteration is presented at the last statement of MTi in 
which, except for the first few measures, the music is presented a 
semitone higher than in its first impression. This is developed up to the 
conclusion of the entire section, where the dynamics descends rapidly ‘ 




The second section is a slow, brief passage, low and dark in 
color. Starting with low strings, the passage is primarily comprised of 
motif B and a new motif E (ex.66), in a modulating manner. It ends 
with a statement of motif E with altered intervals, which is followed by 
the last section. 
Third Section 
Several ideas are presented in the final section. At first, there is 
a fanfare in B major stated by a trumpet (ex.67). The fanfare is then 
repeated in different keys with some changes in pitch, each time in a 
texture thicker than that of the previous one (ex.8). 
Af ter the fanfare , there emerges a theme, mainly made up of 
motif F, in D major, marked allegro marziale (ex.68). As new 
material added onto the original piano study, this marching theme was 
taken from another work by Liszt, the Arbeiterchor for bass solo, 
male chorus and piano, written in 1848.37 Following a brief transition, 
motif F comes again but in minor mode. With repetitions of the last 
three notes of the motif in a modified shape, the music leads to the 
presentation of a new theme. 
That is a theme with oriental color, perhaps to depict Mazeppa's 
triumph as leader of the Cossacks.^® Comprising two motives，G and H, 
the theme is first stated in a light and lively manner in D minor (ex.69), 
then transposed to F minor. After that，there is a brief development of 
the two motives, stated individually or integrally, to bring back the 
marching theme. 
37 H. Searle, "The Orchestral Music", in A. Walker (ed.), 





After the whole passage from the marching theme to the 
'oriental，theme has been repeated, there is a powerful restatement of 
the oriental theme, by the full orchestra, again in D, but this time in 
major mode. It is transposed to F minor again before the emergence of 
the final synthesis. 
Nearly all the ideas of the piece are included in this bustling, 
final synthesis. At first, motif H continues its way from the oriental 
theme to integrate with the fanfare motif. Through this integration, 
the music is led to a climax where there appears a shortened 
transitional theme. After that, motif F, motif G and the fanfare motif 
are all combined and integrated (ex.70), with reiteration of the main 
theme following. This last statement of the main theme is in 4/4 time, 
as are the other parts of the section; it is in fact a shortened and • _ 
transformed MT^, but starts in F major, with a motif E put at the end 
(ex.71). After that, a brief codetta concludes the entire piece in D 




The process of struggle, defeat and triumph is a process of ^ 
contradiction and transcendence. This process is also the structure of 
this:symphonic poem, which is relatively simple as compared with the | 
previous examples. ‘ 
It is a little surprising to know that in the piano version of this 
piece, the fourth of the Etudes execution transcendante, the 
second and third sections are very brief, and there is not any new theme 
presented in the rapid last section. In this orchestral version, the last 
section is expanded, with new ideas inserted, and with the coming of 
the final synthesis. This change not only brings significant 
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modification to the last section itself, but also gives more meaning and 
significance to the other sections. 
The first section of the piece, an extended ternary layout, is a 
good example for the principle of transcendental balance. In a 
structure similar to the classical Menuetto, the statements of the main 
theme all appear differently. The first statement is played by the low 
brasses and low strings, which suggest a deep, heavy feeling. After the 
transitional theme, the second statement of the main theme becomes 
stronger, but because of the employment of the high register 
instruments and the insertion of motif D, it also becomes brighter in • 
sound. The following, second part is made up of materials similar to 
those of the main theme, but suggests a contrasting atmosphere. The 
MT2 is repeated; the reason for this repetition is perhaps that Liszt felt 
that only one statement is not enough to build the character of the 
musical idea, in order to reinforce the tender tone, so he repeated it. 
However, Liszt did not make an exact restatement, even though the 
idea itself is identical; instead, he put the second statement a semitone 
higher. This practice can be observed again in the last statement of the 
main theme in the first section. Actually, this is a usual practice with 
Liszt, when he needs to repeat a passage. 
- - T h e adding of the last section, which is full of oriental colors, 
should be a programmatic rather than a musical consideration, but the 
coming of these oriental colors presents a clear and sharp, contrast 
between the first and the last sections, the Struggle and the Triumph, 
and this contrast is a desirable, if not essential, means of introducing 
the final, brilliant synthesis. In other words, this modification of the 
last section is not only meaning in itself; it also gives meaning to the 
other musical ideas. 
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The title of this piece can be translated as ‘Festival Sounds，or 
* ‘Festival Tones.，It was written in 1853，likely as a pre-celebration for 
1 the marriage which Liszt and the Princess Sayn-Wittgenstein had i ‘ 
1 longed for，but which never came to fruition. I • 
First performed on November 1854，seven months after the title 
'symphonic poem，first appeared, this single-movement piece was also 
announced as a symphonic poem, even though it did not possess any 
programmatic idea. Relying more on classical practice, the piece is 
simpler in structure than the other symphonic poems by Liszt. It is in a 
• repeating ternary layout which can also be regarded, perhaps more 
• suitably, as a loose sonata form with coda. 
Exposition 
Three structurally significant themes are presented in the 
exposition, namely the introductory, the main and the subordinate, in 
which the first two constitute the first subject group. 
In C major, the introductory theme starts with the rhythmic and 
lively motif A in the timpani, which is then taken up by woodwinds 
(ex.72).^^ Now, an extension made up of diatonic scales is stated by the 
strings (ex.73), integrated with motif A, in both modified and original 
forms, in the trumpets. Then the entire passage is repeated in a whole-
tone higher, that is in D major. Interestingly, harmonic structures in 
both passages are basically extended tonic chords in their respective 
tonalities, but with flattened leading notes added so as to form 
extended secondary dominants. 
4 




After the introductory themes, there is a bridge which starts 
slowly and softly with the first statement of motif B; this motif will play 
a significant role in the whole piece of music. Then motives C and D 
echo each other to form an integration (ex.74) which, with other 
materials, outlines a dominant 9th of C. The two motives are then 
combined in a much faster tempo to lead to the main theme in C major. 
Consisting of motif B and a new motif (E), the main theme 
(ex.75) is first introduced by woodwinds and strings. After the 
beginning in C major, the theme is restated in E minor; then it 
proceeds to a brief modulating passage with itself transformed and 
integrated with motif A. The first subject group finally concludes with 
reiterations of main and introductory themes, with the former 
seemingly and the latter definitely in B major. 
Following the first subject group, there is a transition before the 
subordinate theme. It consists of several melodies, and a modulating 
passage which mainly employs a transformed motif B ex.76). 
The second subject group is a ternary setting of the swift 
subordinate theme. The theme comprises two motives (F and G) which 
at first echo each other (ex.77). Starting in B-flat major, the theme is 
stated lightly and is supported by harmony mainly on the dominant 
side= After an interlude consisting of these two motives and also motif 
Bi，the subordinate theme is reiterated in G major. But this time, the 
two motives are combined to form a single melody, stated strongly by 
violins and violas; it also shows a firm harmonic progression instead of 
emphasizing the dominant, as the first time. Following the subordinate 
theme, a bridge made up of modulating motif F pushes the music to a 
climax, where the codetta begins. 
12 
The codetta is a Polonaise passage in which the core idea is a 
melody which shifts between G and B-flat major (ex.78). At the end of . 
the codetta, motives F and G come back to conclude the Polonaise 
passage. 
Structurally speaking, this codetta can be considered part of the 
second subject group, since, although the rhythm is changed, materials 
f rom the subordinate theme are used at the end of the passage; on the 
other hand, the shifting tonalities of G and B-flat are also taken from 
the subject group. However, this difference does not affect the 
perception of the overall structure of the entire piece. 
Development 
At the end of the Polonaise, the music is led to E major where 
the introductory theme, which starts the development, is reiterated 
with its extension. In this statement, the theme, including the harmony, 
sounds similar to its first impression but in a lighter tone. After E 
major, the whole passage is repeated in C-sharp major. 
The main theme comes immediately after the C-sharp 7th chord 
which concludes the previous passage, but this time it appears in a 
modulatory manner. After the theme is stated twice, the modulation 
goes on with repetitions of transformed motif B. At last, motif A joins 
in to make up a powerful integration with motives B and E (ex.79). 
This integration modulates fur ther to propel the music to a climax 
where the main theme, with the second half modified (MT”，is stated 
decisively and strongly in a slower tempo in an orchestral tutti in D 
major, but with a cadence in A major (ex.80). 
The strong main theme is followed by a pause. In a tranquil 
tone, a modified motif B (B” emerges with changes in intervals as well 
as harmonic implications (ex.80). This starts an extensive modulating 
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passage mainly made up of motives B^ and B]，with MT^, played softly 
by the woodwinds, inserted in the middle. With this passage, the music 
comes to the recapitulation. 
Recapitulation 
The ideas in the recapitulation are similar to those in the 
exposition, but with differences in tonalities and the omission of 
certain passages. 
‘ The first subject group is identical to its original shape, but is 
only reiterated from the integration of motives C and D before the 
main theme, until the brief modulating passage after it. Thus the 
passages of introductory theme, at the beginning and the end, are 
omitted. 
Af ter the transition, which is also different from the original in 
tonality, the second subject group is restated in A-flat and C major 
respectively for the two subordinate themes within the ternary layout. 
The tonality of C major continues into the Polonaise passage, 
where the harmony shifts between C and E major. After the 
Polonaise, the introductory theme, without extension, is restated once 
in B-flat major in a setting similar to the one after the first Polonaise, 
but^his time starts the coda. 
Coda 
After the introductory theme, the modified main theme (MT” is 
stated tranquilly by woodwinds and strings in F-sharp major. However, 
no cadence is included in this statement; instead, the theme develops 
and ascends, by means of a repeated, modulated and accelerated motif 
B, to a climax where the first half of the main theme is restated 
powerfully in C major with a new second half added to it (ex.81). It 
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leads to the final passage, made up of motif A and other materials from 
the introductory theme, to conclude the entire piece in a vigorous and 
exciting way. 
Overview 
The structure of this symphonic poem can be considered to 
follow the classical sonata principle, with harmony moving from tonic 
to dominant in the exposition, and remaining in tonic in the 
recapitulation. However, since materials from the first subject group 
are employed in the opening portion of the development in the same 
order as in the exposition, this makes that portion sound like a 
transformed restatement of the first subject group itself. This gives the 
. impres s ion that the exposition and development can be regarded 
together as a ternary setting, with the recapitulation and coda as the 
repetition. 
In 1861，Liszt wrote some variations to this piece, including a 
huge cut omitting the development and recapitulation. This places the 
remaining sections more definitely in a ternary setting, with the 
original coda as a transcendent restatement of the first subject group. 
This also reveals the fact that certain repetitions, which do not possess 
any programmatic idea, are not essential to the music from the 
viewpoint of a symphonic poem. 
The most important point in those variations concerns the two 
second-subject groups, which, with the transitions before them, can be 
replaced by two Polonaise sections. In this version, the two subject 
groups and the original Polonaises sound more definitely to be two 
integral sections. 
As a piece of absolute music, the classical principle is employed 
to a'much greater extent in this symphonic poem; but on the whole, the 
- 75 
romantic principle still prevails, especially in the shortened version, in 
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This symphonic poem was written as an introduction to a 
performance, conducted by Liszt himself, of Gluck's Orpheus and 
Eurydice on February 1854, in Weimar, for ' the birthday celebrations 
of the Grand Duchess Maria Paulovna. Later Liszt included it among 
his symphonic poems•如 According to Stegemann, this is not a piece of 
program music in the usual sense, which sets “to music objective 
actions or like tendencies，，but is a “musical depiction of subjective 
feelings.，，42 The subjective feeling 
“was inspired by an Etruscan vase in the Louvre, which 
represented Orpheus singing to his lyre, and by his music 
taming the wild beasts and the brutal instincts of 
mankind - thus he regarded Orpheus as a symbol of the 
civilizing influence of art.，，43 
The music is simple as compared with many of his other 
symphonic poems, in a loose ternary layout with three main sections 
and a short introduction. But this ternary form is once again not a 
usual one. 
First Section 
Af te r a brief, soft introduction which is made up of just two 
extended chords in the winds and the harps, there is the main theme in 
C major, although we will not find any C major cadence in it (ex.82).糾 
40 Informatijn taken from Program Notes of the album Franz 
Liszt: Orchestral Works， Vol 1 (EMI IC 157-43 116/19), written 
by Michael Stegemann, trans. G. Child. 
41 Ibid. 
42 Ibid. 
43 Words by H. Searle in A Walker (ed.)， Franz Liszt: the Man 
and his Music, (London: Barrie & Jenkins， 1970), p.291. 
44 See pp.84-5 for the examples. 
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Made up of motif A and consisting of two phrases, the theme itself is in 
a very stable C major but is accompanied by a countersubject which is 
also made up of motif A; thus the whole thing together sounds 
relatively unstable. At first, the theme is played by strings, horns and 
bassoons; after it ends up in a half cadence, it is repeated by the 
woodwind section. Although the instrumentation is limited and the 
music also sounds soft, the tone color is still strong and s.olid. 
Af ter the subject, there is a transition, made up of a 
transformation of motif A (ex.83). Through the transition, the tonality 
is led to E major. 
Second Section 
In contrast to the first section, the second is slow and 
comparatively stable in harmony; though the music modulates many 
times, there are perfect cadences located at every phrase ending. The 
tone color is relatively thin, owing to the use of very limited 
instrumentation and the simple style of harmonic part-writing. This 
section consists of a few phrases made of two different melodies. The 
second of these, being longer and more lyrical, seems more important; 
the first one, which will be reiterated in the last section, can be 
considered as more significant in the structure of the entire piece. 
The first phrase starts in E major (ex.84). Motif B in it can be 
regarded as a transformation of the main theme, which also starts with 
three repeated notes and a descending leap of a perfect 5th, although if 
we regard the English horn and the Clarinet together as a combined 
melody, then the leap becomes a 6th instead of a 5th. Another 
interesting point is that，though the harmonic background is in E 
major, the melody itself suggests C-sharp minor. This phrase finally 
modulates to C-sharp minor and has a cadence made from motif C. 
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This C-sharp minor introduces the second phrase, with a new 
melody based on motif D (ex.85). In the solo violin, this phrase is 
simply supported, at first, by arpeggios in two harps as well as long 
notes in the f lutes and clarinets. It has a cadence similar to the one of 
the previous phrase but modulates to F minor. Then the entire melody 
is repeated, nearly identically, a diminished 4th higher, but this time 
the cadence is reinforced by tutti violins and modulates back to, 
instead of B minor as the formula suggests, E major. 
From E major, the whole section (two melodies, three phrases) is 
repeated in a different scheme of tonality, E major-G-sharp minor-C 
minor instead of E-C#-F，and also with slight modifications in 
instrumentation. Another difference which should be noticed is that, 
although the second and third phrases sound lower than the first time 
because of the change in tonality, their accompaniments keep going 
higher from one phrase to another. Thus the last phrase of the entire 
section, the C minor one, is a semitone lower than the C-sharp one the 
first time, but the accompaniment sounds a diminished 8th higher. 
Therefore the range of the music has widened in the process. 
Compared to the strong and solid first section, the second 
section suggests purity with its melodies in minor mode and a simple 
instrumental layout; at the same time, a sense of development and even 
sublimation can be discovered in the simple, ascending pure flutes, 
clarinets and harps. 
Instead of a true cadence, the second section ends up with a 
sudden modulation, to the dominant chord of C major, which leads to a 
restatement of the transition. This time, the transition becomes much 
stronger than in its first statement, by adding of parts and 
strengthening of instrumentation. This leads to the third section 
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Third Section 
The last section starts with a strong recapitulation of the main 
theme，in the same harmonic setting and with the same counter-melody 
but with a full orchestral tutti. This is followed by a second transition 
which leads to the final synthesis. 
This final part of the entire piece is a synthesis mainly in the 
sense of motive combination. It begins slowly, with crescendo 
repetitions of motif a motif based mainly on the motif B at the 
beginning of the second section but with the descending 6th being 
replaced by a 5th, which is a feature derived from the main theme 
(ex.86). Starting quietly in B major, played by a solo，cello，there is a 
dominant pedal point in the bass to support motif B^; then the music 
proceeds to C major af ter six measures but still with the dominant 
pedal. A slow crescendo passage, made of motif B^ gradually brings 
the music towards a climax where there comes the dominant 7th of C 
major; when this is resolved, the main theme, only the beginning 
fragment (ex.87), reappears once again powerfully, this time supported 
firmly by a tonic pedal. After this, there come three echoes of motif A; 
then, interestingly, motif D from the second section has its restatement 
in a restrained and modified form (ex.88), to lead the music to a quiet 
conclusion in C major, but with the dominant note put at the top of the 
final tonic chord. 
Overview 
It is difficult to give an absolute definition to the term ‘program 
f 
music.' Stegemann and Searle do not regard this symphonic poem as 
program music because it depicts only subjective feeling, but not any 
substantial content: a poem, a painting, the progression with a story, or 
thel ike . But if the term ‘absolute music' refers to that music which 
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builds its value or beauty only structurally, and musically, from musical 
idioms themselves, then 'program music' should refer to music other 
than absolute music: which employs non-musical ideas to build, no 
matter whether the idea is subjective or objective. It may not be 
essential to argue whether this symphonic poem is or is not program 
music. The significance of the issue in the present study is that, this 
piece of music is quite simple in structure and follows the classical 
principle to a considerable extent, without complicated, multi-level or 
interlocking syntheses; for this reason, it could be regarded as a piece 
of 'absolute music.， 
Generally speaking, the process of the entire piece, especially 
f rom the second section, can be seen as an extended crescendo. The 
second section contrasts with the main theme, and also brings it back, 
as in the usual ternary layout. But the second section develops with the 
range expanding along the way; through this development, it builds a 
transcendent main theme, instead of a reverting one. The music then 
fur ther transcends, with a brief synthesis, to the final climax. Although 
the climax is put near the end of the whole piece, the music ends in a 
quiet tone which recalls the atmosphere of the beginning; but with the 
dominant note put at the top to make the music sound unfinished. 
On the whole, this symphonic poem follows the traditional layout 
to a great extent, from the musical viewpoint. On the other hand, the 
principle of Dialectics can still be observed in the synthesized 
transcendence, and in an ending which is conclusive according to music 
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Bom as a Hungarian, Liszt nevertheless grew up with French and 
German culture and did not even speak his native language. However, 
he was ardently welcomed when he visited his homeland, for the first 
time since 1821，in 1839. A Hungarian poet, Mihaly Vorosmarty, even 
dedicated to the composer an ode of homage, To Franz Liszt, and 
published the work in 1840. As a reply to that, Liszt composed the 
symphonic poem Hungaria’ fourteen years after Vorosmarty's poem 
was published. 
As with Festklange, Hungaria is a symphonic poem which did 
not come from a concrete program. But in the music, Liszt, who 
became more and more aware of his national origin, “clearly wished to 
symbolize both the defeat of Kossuth's revolt of 1848 and the idea that 
Hungary would one day awake from her bondage and be liberated by 
her own p e o p l e . A s a depiction of this ‘content，，the music is in a 
vague sonata form which comprises a long exposition with an extensive 
transition between the two subject groups, a brief development, a 
compressed recapitulation and an extensive coda with new materials, 
which gives the music a triumphant conclusion. • 二 
Exposition 
The music starts with a brief introduction which ends on the 
dominant note of D minor, the tonality in which the exposition begins. 
Consisting of two motives, A and B, for melody and accompaniment 
respectively, the rhythmic main theme, marked andante marziale, is 
45 Words by H.Searle in A. Walker (ed.), Franz Liszt: The Man 
and His Music, p298. 
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at first stated in D minor and then B-flat major (ex-.89)，恥 but a perfect 
cadence brings the. tonal center back to D minor. Then an interlude 
mainly made up of motif C, which has a rhythmic pattern same as motif 
A，leads the music to F minor (ex.90) where the main theme is restated 
with another statement in D-flat major following. After that, there 
comes a brief, slow passage where motif D (ex.91), which can be 
regarded as an inverted motif C, is introduced for the first time. After 
this passage, the interlude and the main theme appear again . Finally, 
the entire first subject group is concluded with a perfect cadence in D 
minor. 
Since the following part is extensive and contains a distinctive 
theme, it can be regarded as a subject group; but because of its 
modulating character, it is still considered here as a transition. It 
starts with a phrase in D minor, the transitional theme (TT), played by 
first violins, which is built on a transformed motif D (D^ )• This appears 
together with a counter-melody, stated by the ’cellos，which contains a 
cadence built on motif E (ex.92). Af ter the theme is repeated, 
cadencing in A minor, the music is developed by repetitions of motif E 
in different keys. This process finally ends in D-flat major, but 
following it comes a varied and extended TT，which begins in D major. 
This begins an extensive developmental passage mainly made up of TT, 
or only motif Di，motif C and a varied motif E (Ei). At the end of the 
passage, repetitions of motif E^ are presented powerfully with an 
integrated rhythmic motif F (ex.93), anticipating the following subject 
group. 
The second subject group is a rhythmic instead of a melodic one, 
with two main ideas and a short link constituting the subordinate 
56 See pp.92-4 for the examples. 
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theme. Starting in B major, the first idea (ST^), marked allegro 
^^oico, is made up of a repeated, varied motif F (ex.94) and modulates 
t o A - f l a t m a j o r o n its way. In A-flat, motif A is transformed to become 
a fanfare figure (Ai，ex.95), which forms the link. Marked vivo, the 
second idea (ST^, ex.96) is even faster than the first; constituted of 
motif G, it proceeds from A-flat major to F minor. After an interlude 
mainly formed by motif C, the first idea is restated in B major, but in a 
slower tempo and with a softer tone. Following it, the link and the 
second idea are reiterated in C major, in an atmosphere similar to the 
original. The interlude comes again, but this time it leads to the 
development. 
Development 
The development is comparatively short and is not very clearly 
m 
distinguished from the exposition, since it begins as a continuation of 
the second subject group, with motif G repeated softly in a modulating 
manner to integrate with motives Ai and C, from the first subject 
group. By means of crescendo and accelerando in the integration, 
the music is led to a climax where comes the motif H, which can be 
% 
regarded as a variation of motif E (ex.97). This motif and motif A'', 
alsximotives E^ and F later, dominate the rest of the development. At 
the end, while the strings are presenting arpeggios of various seventh 
chords, motives B and C are stated by woodwinds to anticipate the 
recapitulation. ‘ 
Recapitulation 
As compared with the exposition, the recapitulation is highly 
concentrated. Only the main ideas are included, with very few 
repetitions; in certain situations, different parts are even merged 
88 
together. This section can also be considered as a synthesis of the 
previous two, because materials from the development are included. 
The first subject group is presented in a structure similar to the 
first half, before the emergence of motif D, of the one in the 
exposition; but it is transposed up a major third, with a faster tempo, a 
thicker texture and more elaborated materials. 
Motif H from the development emerges softly after the first 
subject group to precede the powerful transitional theme, which is 
highly transformed and uncertain in tonality, though it carries a 
cadence seemingly in D. In this brief transition, the theme is 
integrated with motif C, from the first subject group, and with motif F, 
f rom STa (ex.98). The whole passage from motif H to this theme is then 
repeated a semitone higher. This time, the theme is also followed by 
motif H, strongly, with motif C integrated to lead the music to a 
reiteration of ST^ in E-flat and B major, supported by their respective 
dominant pedals. The entire recapitulation is finally concluded with a 
transformed and extended TT, which does not carry a true cadence, to 
precede the coda. 
Coda 
The coda starts with an identical reiteration of the slow passage 
of motif D in the first subject group at the beginning. Then comes a 
Marcia funebre^hich is an integration of motif F in the strings with 
a melody in the bassoons (ex.99); the melody is built on materials from 
the transition: the TT and the Ei. Beginning in B minor and 
modulating to G minor, the melody is then restated by，cellos with 
integrated motif F in the woodwinds. 
After the Marcia funebre, there are several modulating 
passages based on motives A，G and C. These passages are in a light 
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tone at first; but in the end, the music develops to a climax, and there is 
a strong integration of motives C and F from the two subject groups. 
This integration brings the music to a fur ther climax. • 
At the climax, a dynamic new theme appears, played by 
trombones and tuba (ex.100) with motif F integrated. By this 
integration, the music is then led to a reiteration of STb，still in D 
major. 
While the music reaches another climax, there is a sudden 
general pause before the emergence of another new theme. In D 
major，this theme is rhythmic and vigorous (ex.101). With its idea 
repeated and developed, it also leads to a brilliant conclusion with an 
integration of transformed motives Ai and F at the very end, giving the 
entire piece structural balance and integrity. . 
Overview 
As with Orpheus, it is difficult to say whether this symphonic 
poem is or is not ‘program music.，There is not a substantial content, 
but as Searle points out, there should be a program, which reflects 
Liszt's dream for the Hungarian people, behind the music for this 
piece. Searle's opinion may represent only part of the truth; but it is 
obvious in the music, from the progression of the musical ideas, that 
Liszt wrote the symphonic poem to present certain concepts of struggle « 
and transcendence, no matter whether the concepts are programmatic 
ones, or merely musical ones. 
This piece is extended and contains many different motives. 
Motives A, B, C and D are derived from the main theme, while motives 
E and H are related to materials from the first subject group; on the 
other hand, motives F and G come from the subordinate theme. By this 




are suggested by the two subjects in the exposition, they struggle with 
each other in the development, with different materials integrated or 
. alternatively stated within a short passage. To a certain extent, the 
struggle continues in the recapitulation and even the coda, with 
appearances and integrations of the themes in an unstable manner. 
This struggling is finally settled with a firm D major and the 
introduction of the new, triumphant ideas. This a process of struggling 
and triumph is easier to understand if we know that Liszt has given 
instructions in the score to shorten the work by cutting most of the 
development, the whole recapitulation and even the beginning of the 
coda (until the marcia funebre)iiom the piece. Through this 
change, the latter part of the music, though shortened, will be more 
obviously a passage of struggle, before the coming of triumph. 
On the whole, this symphonic poem starts in a comparatively 
stable manner, with different materials introduced. Following that is a 
passage of struggle between the contrasting materials. This struggle 
finally brings the eventual triumph, with the transcendence of the 
original ideas as a constituent part in the triumph; this transcendence 
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HUNNENSCHLACHT 
(1857;no. l l ,S.105) 
Among the twelve symphonic poems Liszt wrote in Weimar, this 
one is unique not only because of the striking involvement of organ in 
the instrumentation, but also owing to the unusual programmatic 
material. Written in early 1857，with its first performance in the same 
year, this piece is based on a painting which Liszt had seen for the first 
time in 1855. That painting is Die Hunnenschlacht (The Battle of 
the Huns) by Wilhelm von Kaulbach, which depicts a terrible battle in 
A.D. 451, between a Christian force of Goths headed by Theodoric and 
the Huns under their King Attila. According to legend, the battle was 
so terrible and the fighting so fierce that even “the spirits of the fallen-, 
which filled the air from earth to heaven, continued the furious fight 
for three days and nights until they found rest.，，47 
Liszt felt that this was a story about the "supreme struggle of … ‘ 
two principles [which] clashed with each other: barbarism and 
civilization, the past and the future of humanity.，，妨 After he talked to 
the painter and had considered the masterpiece, he thought that the 
idea of the painting was suitable for expression in music, since 
"[music] was capable of reproducing the impression of 
the two supernatural and contrasting lights, by means of 
two motives, of which one should represent the fury of 
the barbarous passion, which drove the Huns to the 
devastation of so many countries and to the slaughter of 
so many people; while the other represents the serene 
powers, the virtues irradiating from Christianity.，，49 
47 M. Stegemann, Program Notes of 'the Album Franz Liszt : 
Orchestra] Works， trans. G. Child, EMI IC J 57-43 116/19, 
(1981). 
48 Prom Liszt's preface to the score (translation taken from 
Kalmus Miniature Score 9339). 
49 Ibid. 
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However, there is a difference between the expressiveness of painting 
and of music. Merely the battle itself was highlighted in Kaulbach，s 
work, but in Liszt's music, the eventual triumph of Christianity and 
civilization seems to have received more emphasis in the developmental 
process. As Liszt says in the preface: 
“[The motif] which is identified with divine truth, 
universal charity, the progress of humanity, and a hope 
beyond the world, is victorious and sheds over all things . 
a radiant, transfiguring, and eternal l i g h t . , 
The structure of this symphonic poem is difficult to classify into 
any of the customarily-used forms, since a structural balance is not an 
essential factor to be considered when the music presents a 
programmatic idea which is a process of contradiction, struggling and 
transcendence. Based on this idea, the structure of the music should be 
perceived in the same manner, not divided into sections, but regarded 
as an entity. 
The Symphonic Poem 
The piece starts directly with the first theme^i in C minor, at first 
played by bassoons and，cellos (ex.102)& then repeated with 
accumulative instrumentation, which is built from motif A and is 
characterized by semitones in various rhythms. Through an interlude 
% 
with shifting tonality and with accelerando at the end, the harmony is 
I 
led to the dominant. In the dominant and in a faster tempo, there is a 
leaping motif B which combines with motif A to form a transitional 
50 Ibid. 
51 Normally this theme would be called the main theme, but in 
this piece it only appears in the first half of the music and 
does not possess the integrating function of the usual main 
theme; so it is designated here as the first theme. 
See pp.101-2 for the examples. 
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figure (ex.103). This figure repeats in a modulating manner until the 
first theme comes back, in F and C minor alternatively. The key center 
is only affirmed when the theme is at last stated strongly, by tutti 
strings, twice in C minor. With several measures of extension in 
dominant harmony, the music proceeds to the next part, where the 
second theme emerges. 
Unlike usual practice, the second theme (ex.104), which is built 
on motif C, is again in tonic minor and is accompanied simply with just a 
tonic pedal point. Following it is a relatively long passage of a 
galloping motif D (ex.105), which sounds alternatively in strings and 
winds. The passage starts around C minor, but in its latter half, when 
the first melodic phrase of the Gregorian Hymn Crux Fidelis,^^ played 
by trombones (ex.106), emerges to sound over motif D，it proceeds to G 
minor. From G minor, the whole passage from the second theme to the 
Hymn is reiterated, with a slight change at the end to bring the music 
back to C minor. 
After the presentation of the two themes, there comes an 
extensive passage in which the previous materials are synthesized. At 
first comes an echo between motives C and B, then motif D is restated 
in a shape similar to the beginning of its first appearance. This passage 
of motif D leads to another passage in which motif D itself appears in a 
simpler pattern, just repetitions of a single chord, to accompany the 
first theme, at first in F-sharp minor, in dotted rhythm and with the last 
notes modified; an extension (FT®) is also added to the theme (ex.107). 
To suggest a conflicting atmosphere, this first theme passage is stated 
twice, alternating with another passage in which motif C occurs in 
stretto. 
53 In the preface, Liszt states that this theme represents 
the 'serene powers‘ of Christianity. 
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The conflicting atmosphere is then fur ther stiffened with the 
motives A，B and C struggling together (ex.108), with combination and 
integration in various diminished chords, in an ambience dominated by 
the galloping motif D. At last, FT^ comes again strongly, but its 
strength does not last long; instead, it descends to give way to the 
reiterations of motif C in various major chords. This eventually leads to 
the restatement of the Hymn tune, slightly modified in rhythm and 
stated powerfully in E-flat major but with harmony emphasizing the 
dominant. 
The dominant harmony is resolved with the entire second theme 
rei terated dynamically in E-flat major with a supporting tonic chord 
played by the full orchestra. Next, the first phrase of Crux Fidelis is 
played by organ in chorale form, slowly and tranquilly (ex.109). Then 
the scene is engaged alternatively by two other strong statements of the 
second theme and two other tranquil phrases from the chorale. The 
extended last phrase eventually modulates to G major, dominant of C, 
but instead of a firm tonality of C, it is followed by another slow and 
quiet melody, which begins with motif F and is accompanied by motif E 
(ex.110). The melody is transposing, modulating and extensive in 
nature. 
.二 Af ter the extensive melody and a brief interlude, the music after 
all comes to C major where the three phrases of the Gregorian Hymn 
are restated steadily by winds, with scales and arpeggios played by 
tremolo strings sounding together to enhance the motion; each phrase 
is echoed, at the end, by an integration of motives C and E. Following a 
few measures of transition and in a faster tempo, there comes a 
rhythmic passage made up of motif F (ex.111), still transposing but 
stable in tonality since the accompanying motif E stays in the dominant 
of C"major. With this passage, the music is developed to a climax where 
98 
Crux Fidelis is reiterated powerfully and energetically, with motives C 
and E once again integrated at each phrase end. After the shortened 
third phrase, a final passage concludes the entire piece in a brilliant 
and triumphant tone. 
Overview 
As the previous symphonic poem, Hungaria’ this work presents 
a process of contradiction, struggle and triumph in a musical way. Since 
Liszt states that the Gregorian Hymn is a representative of the serene 
powers of Christianity, the relationship between the program and the 
music for this piece is comparatively easy to see. The second theme, 
which very often appears together with the Gregorian Hymn, should be 
a portrai t of the Christian force; while the first theme represents the 
Huns. If this relationship is unveiled, the developing process of the 
musical ideas becomes logical and reasonable, since it matches the 
program to a large extent; of course this program is Liszt's, not one 
based on the painting. The romantic style of musical transcendence is 
also achieved in the music, because all the materials concerning 
Christianity are transcended, with their most energetic or glorious 
appearances put near the end. 
However, it seems that, to a certain extent, this symphonic poem 
breaks the traditional, or universal, principle of balance. In most of the 
other symphonic poems by Liszt, the musical transcendence is usually 
achieved by a certain synthesis of the opening ideas, which are 
originally separate; or by recalling the atmosphere in the opening scene 
af ter the synthesized climax is reached (as in Hero'ide funebre). But 
in this piece, the first theme (the opening idea) disappears halfway 
through, leaving the second theme and the Gregorian Hymn to develop 
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the music. We cannot totally neglect the presence of balance, but, from 
the musical viewpoint, it is not complete. 
On the whole, this symphonic poem is constructed according to 
the romantic styles of contrast and transcendence, with the ‘Christian， 
ideas transformed and sublimated along the way; but relying more on its 
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This piece was written in 1857 and was first performed in 
September of that year. Its program was based on a poem written 
around 1795, bearing the same title, by Schiller. Among the thirteen 
symphonic poems, this one may be most clearly perceived as to 
programmatic content. Though Schiller's poem is not included in its 
entirety in the score, various extracts from it are shown, to preface 
various sections of the music and to act as a kind of ‘annotation，for the 
events in the work. 
Liszt originally planned this as a symphony in three movements, 
but it finally appeared as a single-movement piece in four sections, 
which can be considered as four movements. It is a single-movement 
work in the sense that there is no break between the sections, and the 
musical ideas of various sections are basically variants of a sole 
element; also, the last section is virtually a transcended recapitulation 
of the first, in which the last passages can be regarded as a 
development within the whole piece. On the other hand, since the four 
sections are generally divided according to the traditional structure of 
allegro-andante-scherzo-allegro, so the four movements can also be 
easily perceived. More precisely speaking, the work is in a sort of four-
movements-in-one form.^ 
54 According to H. Searle, in Franz Liszt: The Man and his 
Music (ed. A. Walker), p.302，the work is in "a three-
movements-in-one form akin to that of the B minor Piano 
Sonata", but according to the stylistic changes in the music 
and also the sectional titles given by Liszt, the work should 
be perceived as in four sections rather than three. 
103 
Literary titles were assigned to the four sections, which are: 
Aspirations, Disillusion, Employment and Apotheosis.^s Fragments 
from the extracts which precede the whole piece and the first three 
sections are quoted here: 
Now all ideals and hopes have vanished, 
That once my swelling heart made light. 
Ah then how swelled with mighty longing 
My bosom's bounds. It felt the need 
' To venture there where men were thronging 
And make my mark in word and deed. 
Alas! Ere past was half the distance 
The company had lost their way 
And concord gave way to desistence. 
And, one by one, fell away 
Though slow thou buildst, thou ne'er disturbst, 
Thy toil Eternity engages沾 
Thereto it atom-like appears. 
Yet from the mighty debt of ages 
It strikes off minutes, days and y e a r s.57 
Although extracts of the poem were included to preface the 
music, yet as a man who lived in a time more than half a century after 
Schiller, Liszt's viewpoint was quite different from that of the poet; so 
he placed the text in an order different from that in the poem, to fulfill 
his own view of the programmatic subject. To further gratify the 
subject, Liszt even added to the music a final section which is prefaced 
by his own words: • 一 
The highest purpose of our life must be to stand firm 
and thus pursue the ideal remorselessly. In this sense I 
55 Translations taken from Kalmus Miniature Scores 9340， the 
words in German are: Aufschwung, Entfduschung， Beschaftigung 
and Apotheose. 
56 In the original of this translation, there is a full-stop 
in the second line and no punctuation in the first, but 
according to the original poem and other translated versions, 
there should be a comma in the first line and no punctuation 
in the second. 
57 Translated by Harry Brett in Kalmus Miniature Scores 
9340. 
104 
have allowed myself to expand Schiller's poem by the 
joyful，restoring repetition of the motive stated in the 
first movement as a concluding apotheosis.^s 
First Section 
The piece begins with a brief introduction in which an 
introductory theme is stated by horns in C-sharp minor (ex.112),59 then 
by clarinets around a G-sharp diminished 7th. After that, the music is 
led to G minor, where the first part of the first section begins; this takes 
up more than half of the piece and can be divided into five parts. 
Marked allegro spiritoso, the first part, which can be 
considered as a prelude to the main theme, comprises a theme叨 starting 
in G minor but with unstable harmony (ex. 113). The theme is made up 
« 
of motif A, which consists of two elements, an ascending broken chord 
and a descending scale. The rest of this part is an extensive 
developmental, modulating passage built on the two elements with 
some new materials inserted. At the end, the harmony moves to a C 7th, 
t 
. a r o u n d which the last passage of this part is presented. With the 
dominant harmony, the music is led to a climax where the main theme 
emerges. 
Beginning in F major and going to G minor in the second half, the 
main theme is powerful and is built on several motives. Besides the •— 
strong opening motif B, there are also motif C，motif D (a syncopated 
rhythm), and motif E near the end (ex.114). After the main theme, the | 
music softens with the emergence of an interlude made up of echoes 丨 
i 
I 
58 M. Stegemann, Program Notes of the album Franz Liszt : 
Orchestral yorks, trans. G. Child, EMI IC 157-43 116/19 ； 
(1981). j 
59 See pp.110-川 for the examples. j 
60 Although this is the first theme in the main section, it j 
is not an actual main theme since it does not possess an I 
integrating function like that of the theme in the next part, | 






betwe.en motives E and D (ex.115). Then the theme is restated in an 
atmosphere which continues from the interlude, with the motives 
distributed among different instruments. Following this theme, there is 
another interlude built on motives C and D, in a harmony around a B-
f l a t7 th . 
Softly, the B-flat 7th is finally resolved to a D major chord, in 
second inversion, to begin the subordinate theme. In a much more 
tranquil atmosphere, this theme is built on repetitions of motif F 
(ex.116), which can be regarded as a variant of motif B, and has echoes 
of motif B at the end. The theme is stated three times, identically, in D, 
B and E-flat major respectively, with the introductory theme inserted as 
an interlude between each statement. While the first two statements 
come with a dominant pedal, the last one is supported by a tonic. 
The fourth part is a developmental passage, which modulates. 
The passage is dominated by a theme, which can be called the second 
subordinate theme (ex.117), made up of a syncopated motif (D^) and a 
varied motif E, and supported by unstable harmony. By ascending 
repetitions of the theme and motif D^ the music is led to a restrained 
climax, after which the entire passage is restated in a stronger way with 
a fuller texture and instrumentation. 
-二 A stronger passage leads to a more dynamic climax where the 
music proceeds to the last part of the first section, in which the main 
theme comes back. But at first only its beginning appears, powerfully 
and in a varied shape, in C major but with dominant harmony (MTP) 
(ex.118). After an extensive passage built on motif A and the main 





The introduction of the piece is strikingly restated before the 
second section, which is an andante passage in 6/8 time, with only the 
last few notes changed so as to lead to C-sharp minor. In C-sharp 
minor, the subordinate theme is at first stated, with dominant harmony, 
as a prelude to the andante theme played by clarinets and violas, which 
is in fact a modified and simplified main theme but with clearer 
cadences (ex.119). Following this theme come an interlude built on 
motif B itself and some new ideas. As the harmony comes back to C-
sharp minor, the andante theme and the first half of the interlude are 
restated, with a more colorful accompaniment, and lead to the next 
section. 
Third Section 
This scherzo ‘movement，possesses a quasi-fugal beginning, since 
its subject (ex.120), which is once again a variant of motif B, starts in a 
tonal scheme of C # - G # - C # - G # (all in minor mode). When C-sharp 
minor enters for the third time, it unveils an extensive developmental 
passage built on the subject. At the end, the music gradually goes to a 
climax, af ter which there is an exact reiteration of the last passage in 
the i i r s t part of the first section. However, this is just the beginning of 
the identity. 
Fourth Section 
As Liszt wrote in the score, this section is a repetition of the first, 
but presented joyfully and brilliantly. The previous passage once again 
introduces the main theme in a structure identical to the original one, 
but with different instrumentation and some rhythmic alterations to 
suggest a steadier ambience, also with ideas from motif A integrated. 
07 
The idea of motif A stretches into the following, powerful interlude 
which can be considered a variation of the interlude before the 
subordinate theme, still around a B-flat 7th, then going to D major. 
Starting in D major, the subordinate theme is restated, but in a totally 
different atmosphere, and is marked allegro vivace (ex.121). It 
occurs three times in the same harmonic structure and with simpler 
interludes in between. The vivace tempo keeps on in the following 
passage of the second subordinate theme. The theme itself is varied 
(ex.122), and the accompanying pattern is changed，but the harmonic 
scheme of the entire passage is maintained. 
The identity halts with the emergence of an extensive, ascendant 
passage of a transformed MTi around different dominant chords. A 
modified subordinate theme joins in, while the music reaches the final 
climax around the dominant of F major. It then concludes brilliantly in 
a long F major chord. � 
Overview 
Among Liszt's symphonic poems, this one is structurally unique 
for its use of a four-movements-in-one form, which may be regarded, to 
a certain extent, as a return to the classical symphonic tradition. This 
tradition is fur ther emphasized with the setting of the first section, 
which is a reversional balance. Except for the introduction and the 
prelude, the main theme appears, identically, at the beginning and end 
of the first section, with contrasting passages in between. This is a rare 
instance in Liszt's symphonic poems where a major idea restates (but 
does not immediately repeat) in an identical shape, as two sides of a 
structural balance. 
As a piece in four sections, this work consists of many classical 
features; but on the other hand, if it is considered as a whole, the 
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romantic style of transcendence is obvious, from the joyful and brilliant 
restatements of the beginning ideas in the last section. It is interesting 
to note that the 'contrast and balance，in the music, both a small-scale 
one for the first section and a large-scale one for the whole piece, are 
presented in such a way that the original idea is contrasted with 
modified segments of itself. In the first section, the two subordinate 
themes, which contrast with the main theme, are actually based on 
materials derived from the main theme, but different in atmosphere. A 
similar structure is presented over the whole piece, in which the second 
and third sections are built from the main theme, a part of the first 
section, before it leads to a transcendence. It seems that some new 
ideas are developed from the original one to contrast with and 
contradict it; and by this contradiction, a transcendent level of the 
original idea will be attained. This unveils a process of Dialectics. This 
phenomenon can also be observed in Tasso, and, to a less extent, in 
some of the other symphonic poems; but since the ‘contrast and 
balance' in Tasso is organized in a more complicated way, it is not so 
obvious as in this piece. This explanation seems more philosophical 
than musical; however, this symphonic poem is built on this structure. 
It seems that the structure of this piece follows a program which 
was=laid down by Liszt himself. There may be different approaches in 
perceiving it; but on the whole, this symphonic poem displays the 
romantic concept of transcendence within a form of classical structure. 
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Liszt originally wrote this symphonic poem in 1858，as an 
overture to Shakespeare's tragedy, having been inspired by a 
performance of the play in 1856; but it was never performed in this 
guise. Finally it appeared as an independent piece of music. Despite 
being the tenth in the numbering system, this is actually the last 
symphonic poem 
in the Weimar series, which embrace all except the 
f inal one. 
This piece of music “is a shadowy character sketch of Hamlet, 
rather than a close following of the action of the Shakespearean 
drama.，，6i At first, the music was only intended to sketch the character 
Hamlet , but in a later version, Liszt added two brief passages to the 
music, as he wrote in the score, to depict Ophelia. 
To make an entirely satisfactory description of this piece, based 
on the usual form terminology is difficult, since many major sections do 
not repeat . Yet the organization of repetition is still an important 
factor in determining the musical form. For convenience and ease of 
analysis, the term ‘arc form’ is used, which means, for this particular 
work, a structure of ABCDCBA and coda. 
• 一 
Section A 
The first section can be regarded as an introduction, since some 
of its elements are anticipations of later ideas. In slow tempo, the 
section displays a ternary layout, in which the first part is brief. 
Motives A and B are employed to build two diminished 7th chords, on 
61 J . Nordquist, "Liszt's 'Hamlet': A Shadowy Portrait," 
Journal of the American Liszt Society, 13 (1983)， p.182. 




G-sharp and E-sharp (ex.123),62 in the woodwind section. Intervals of a 
tritone and a semitone, which foresee the following musical ideas, are 
used in.the second appearance of motif A. 
A new motif (C, ex.124), which is mainly made up of tritones and 
semitones, is introduced by first violins in the second part. At the same 
time, motif B is included to make an integration with the new motif . In 
spite of the atonal identity of motif C, it can still be loosely asserted, 
through the accompaniment, to be in E-flat major. After an exact 
repetition, the motif is transposed a minor third upwards. 
Af ter a brief interlude, there is a reiteration of the first part. 
This is structurally identical to its previous appearance but is 
dynamically strengthened by the addition of the string section, which 
plays broken diminished chords (ex.125). 
A codetta, which begins with a varied motif B, follows the ternary 
section. After the codetta, there is the second section, in which the 
main ideas are presented. 
Section B 
The fast, powerful second section begins with a theme叨 in B 
minor, though the tonality is only revealed by the dominant pedal. The 
thejBe is built on motif D, which is also made up of tritones and 
semitones and sounds like a shortened, rhythmic metamorphosis of 
motif C. It is developed from a tonic chord to VII 7th (ex.126). 
However, this theme is not the most important element in this section 
but more a kind of prelude, harmonic as well as thematic, to the later 
See pp.118-9 for the examples. 
63 Although as the first theme in this main section, it is 
not as significant as the next theme from the structural point 
of view; therefore the next one, instead of this, will be 
regarded as the main theme. 
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ideas. Af te r it, a passage built f rom a descending chromatic scale 
brings the harmony back to the dominant of B minor. When it is 
resolved, the music proceeds to the main theme. 
The main theme itself is made of two motives (E & F) in a 
relatively stable harmonic setting (ex.127), and is accompanied by a 
figure in dotted rhythm, which enhances the energetic atmosphere. 
The main theme is then transposed and restated in D minor. After 
that，further rei terat ions of motif E are presented, this time by the 
wind section in A-flat minor, E minor and, finally, D-flat major. The 
whole section finally ends powerfully in the dominant of D-flat. 
Section C 
In his symphonic poems, Liszt usually did not specify the 
'meaning，of a musical idea, although this is supposed to be ‘program 
music.，Besides the Gregorian Hymn in Hunnenschlacht，another 
exception can be found in this third section. This portion, is brief and 
soft, scored for only a few instruments, and begins with two clarinets 
(ex.128). Af te r the melody is repeated by the flute an octave higher, 
the solo violin, with support f rom clarinets and flutes, concludes the 
section with a melody mainly made of, once again, tritones and 
semitones (ex.129). 
This section is ‘referring to Ophelia，as Liszt wrote in the score. 
But it is more important, from the structural point of view, that the 
section, and its reiteration later, were added to the poem as an 
afterthought, which means that if these two Ophelia sections were not 
inserted into the music, then sections B-D-B，with similar ideas, would 
be linked together and with less distinction among them. 
‘ 1 7 4 
Section D 
In the brief section D, motif D from the second section and motif 
B from the first are combined together. There is intervallic 
modification in both motives, especially motif D, in which the tritone is 
no longer found, it reappears only in the coda of the whole piece. The 
combined motif is then echoed with motif E, also from section B 
(ex.130). The whole section consists mainly of transpositions of the 
echo and finally ends with a prolonged motif E. 
Section C’ 
This mirror image of the quiet section C is an almost exact 
restatement of the Ophelia section, but transposed up a minor third. 
The last melody of the solo violin, with its accompaniment, however, is 
rewritten to exclude all the tritones. 
Section B， • 
Unlike the previous mirror image, the second appearance of the 
section B is identical to the first from the viewpoint of the motives 
used, but not as a whole. For this reason the term ‘arc form’ is not used 
precisely. Motif C from the introduction is most important in this 
section, which is a synthesis of many materials stated separately before. 
At the beginning, the whole middle part of the introduction is 
restated almost identically, but with lively instead of slow motion, as 
before. Thus motif C is played by violins and is supported by 
accompaniment ' in"E-flat; then everything is transposed up a minor 
third. As well, a modified motif F from the main theme is inserted into 
motif C to form a combined melody, and this melody is echoed by an 
integration of motives D and E (ex.131). This is the first time that 
these two motives are integrated together. 
m 
• « 
This reiteration of motif C occupies half of the entire section. 
The second half is basically made up of repetitions of motives D and E， 
with strong tutti block-chords inserted to distinguish the harmonic 
phrases. The harmony finally goes to the second inversion of C minor, 
where the introduction material starts. 
Section A， 
The mirror image of section A is an exact restatement of the 
beginning, but only the first part of the introduction is reiterated here 
to introduce the coda. 
Coda 
This coda, marked Moderato-funebre, is an indispensable 
structural conclusion to the entire symphonic poem. Echoes in D 
minor, between motives B and E, start the section, followed by a 
modified, incomplete version of motif F. After motives B and E are 
restated in B minor, motif F appears intact but is transformed into a 
lyrical melody (ex.132), which is integrated with motif D. 
After a passage in which motives B, D and E are integrated 
together, the music is finally conclude with a perfect cadence built on 
motif D. The obscure notes in the last V-I progression and the strong 
mediant note, in B minor, altogether create a comparatively uncertain 
conclusion, though a soft is still the very last note of the entire piece 
(ex.133). 
Overview 
This is a unique example in Liszt's symphonic poems for its 
employment of arch form. In this structure, the materials concerning 
'Hamlet ' and those about 'Ophelia' are presented alternatively in a 
116 
contrasting manner. Contrast is a means of activating the progression 
of musical ideas, and is also a means for building transcendence; from 
this viewpoint, one can say that the insertion of the contrasting 
'Ophelia，passages, is a means for developing the ‘Hamlet，ideas, which 
are the original materials in the music. It is difficult to verify this 
assumption, since the original version of the music is not accessible to 
us. The differences between the two versions, including alteration to 
fi t the inserted passages, are also not known. The insertion may be 
more a programmatic consideration than a musical one, but it is, in any 
case, significant to the structure of this symphonic poem. 
After an introduction which is in a transcendent ternary layout, 
there are separate presentations of the two themes, starting with 
motives D and E respectively. After a contrasting passage, the ideas 
from the two themes start to synthesize, at first in an echo form. But 
this synthesis is an unstable one, it sounds fragmentary and lacks a 
concrete direction. Only after another contrasting passage does the 
synthesis becomes a solid one, with the materials from the beginning of 
the piece, the first two sections, all joined together in a transcendent 
way. However, the music does not conclude at this point; it goes on to a 
quiet conclusion, which builds a stronger balance in view of the similar 
atrrbDspheres at the beginning and the end of the piece. 
Other than an arch form, this symphonic poem could be regarded 
as an extended ternary setting. Since section D，between the two 
'Ophelia，passages, is brief and unstable, it sounds like the middle part 
of an extended ‘Ophelia，section, which is a ternary layout in itself. In 
this case, the entire piece will become a ternary form with introduction 
and coda, in which the section after the contrasting passage is a 
transcendent synthesis of the introduction as well as the first section. 
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« 
VON DER WIEGE BIS ZUM GRABE 
(1881-82; no.l3,S.107) 
In 1881，in Rome, twenty years after Liszt left Weimar, the place 
where he wrote his first twelve symphonic poems, he started to 
compose one final work in this genre. He completed the work in the 
following year. Like Hunnenschlacht, this work, From the Cradle 
to the Grave, was inspired by a painting: this time a drawing by the 
Hungarian painter Mihaly Zichy, who worked at the court of the 
Russian Czar. The drawing, which consists of three different scenes, 
was dedicated to Liszt by the painter, who even had the composer's 
features reflected in the figure at the center of the scenes•秘 ‘ 
The structure of this piece is comparatively simple. 
Corresponding to the scenes in the drawing, it is also divided into three 
« 
distinctive sections, which possess their own titles: The cradle; The 
struggle for existence; To the grave: the cradle of the future 
life. Overall, the music exhibits an extended ternary layout, but with a 
synthesized final section. 
i 
First Section 
The first section, marked andante’ is tranquil and calm. The 
instrumentation is limited, with only the violins, violas, flutes and a 
harp employed. All these high-pitched instruments come together to 
give the section a light and tender coloration. 
After a brief introduction, the section begins with the main 
theme in C major, starting with motif A in the violins; and an 
accompaniment made up of motif B, in the violas (ex.134)." The 
64 From M. • Stegemann, Program Notes in the Album Franz 
Liszt: the Orchestral ti/or/cs, EMI IC 157-43 116/19 (1981 ). 
See pp.126-7 for the examples. 
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delicacy of this melody is reinforced by the use of the middle register . 
and relatively stable harmony. Despite this stability, the theme does 
not come to a true cadence; instead, it is followed by a brief transition. 
Thereaf ter , the theme is restated almost identically, with some slight 
harmonic modifications; another difference is the additional arpeggios 
in the flutes and harp. 
Again without a true cadence, the second statement of the main 
theme ascends to a development-like passage (ex.135). Descending 
once again, the violas play a melody, within a very narrow range, built 
on motif A, as a brief codetta. This section ends with the reiteration of 
a fragment from the introduction (ex.136). This monophonic melody 
sounds like a cadence, but is a very incomplete one. 
Second Section 
From the incomplete cadence, the music proceeds to the second 
section, marked agitato rapido，which contrasts greatly with the first. 
It is rapid, powerful, unstable, tensile and even nervous. Two main 
ideas are presented here. 
At first, there is a passage which starts with an agitated motif C 
(ex.137), which outlines a G diminished triad. Stated in the strings and 
hoiHS at the beginning, the passage gradually ascends, with more 
instruments coming on the scene, to the second inversion of D-flat 
major, introducing the next idea. This idea is the subordinate theme in 
D-flat major (ex.138), at first states in a medium dynamic. Compared 
with the first idea, this seems more stable feeling; yet it is supported by 
a dominant pedal point throughout. The pedal point, together with the 
instrumentation, makes the music sound unstable. When the theme 
ascends to a climax, the two ideas integrate. 
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After the entire passage with the two ideas is repeated a whole-
tone higher, there is a development, mainly with motif C and also with 
some materials from the subordinate theme, towards the most dynamic 
climax of the whole piece, before this section comes to an end. 
Third Section 
The last section is again a slow one, but is peculiar, in that the 
materials from the previous sections are restated, but all appear in new 
guises. 
This section starts with a strange monophonic melody made up of 
whole tones and tritones (ex.139). It can be considered, to a certain 
extent, as a transformed and extended motif B, in the unusual tone 
color of low-range clarinet, bassoon and，cello. After this passage, the 
beginning of the main theme is restated, but in minor rnqdes, with 
unstable diminished harmonies and relatively tensile sound (ex.140). 
Strikingly, these two passages sound as a synthesis of the previous 
sections, in which the materials come from the first, while the 
atmosphere is a prolongation of the second. With motif A, the music is 
developed to restate the second half of the first section (from the 
development-like passage) in a similar shape, but without the 
incomplete cadence. 
Instead of a conclusion, the scene is then taken up by the 
subordinate theme in C major. Now it becomes slow, tender and stable 
with the employment of the high-register woodwinds and strings, and 
the tonic pedal. In contrary to the previous synthesis, here material 
from the second section is stated in an atmosphere taken from the first. 
After a brief transition, motives B and C, both transformed, are 
combined to form a continuous passage (ex.141). This also leads the 
music to the final conclusion. 
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In the conclusion, at first come the ascendent repetitions of 
motif A, in C-sharp major, with dominant pedal. Finally, the closing 
melody, seemingly in C-sharp major but actually obscure in tonality, 
comes in with the violas and the，cellos. It is built on motif B, and can 
be regarded as a transformation and a sublimation of the closing 
melody in the first section, with prolongations of motif A put tenderly 
in the woodwinds as accompaniment. The entire piece is at last 
concluded with an unaccompanied phrase played by the，cellos 
(ex.142); again without a true cadence, it suggests an unfinished and 
infinite sense. 
Overview 
As a work written in Liszt's last years, this piece may be the most 
modern one among his symphonic poems. From the theoretical point 
of view, it breaks away from many traditional practises. The striking 
point is that such breaking away can be seen as one of the most 
significant reason to achieve this dialectic symphonic poem, which may 
be the most dialectic one among Liszt's work in this genre. The titles 
of the sections indeed suggest a strong sense of Dialectics. The coming 
of new life is a notion, but it is just the beginning of the story. A life 
canaot just stand still, instead, in order to verify its value, it has to 
struggle for existence. In the struggle, the life is transcended. A life 
has to finally come to an end, but since it is transcended in the struggle, 
therefore, Life as a whole will not extinguish, but will persists in the 
future cradle, with new lifes，new processes of struggle, and further 
transcendences. A life must be finite, but Life should be infinite. 
A piece of music must be a finite process, but with the innovative 
practices, it is able to suggest an infinite sense. 
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With the main theme and the development-like passage, the first 
section presents a low-level contradiction. Without any true ending, a 
negation (the development-like passage) is developed, with its 
materials derived, from the notion. After that, the notion comes again 
but with atmosphere of the negation synthesized (the narrow range 
melody built on motif A). This is an unstable and incomplete passage, 
with the instability and the incompleteness, the music leads to a further 
contrast. 
The fur ther contradiction is-a higher-level one, with all the 
musical idioms in the second section different from, and contrary to 
those in the first . But if the subordinate theme is examined, one can 
find that, to a certain extent, it can also be regarded as a derivative 
from the main theme, though in quite an indirect way. 
A higher-level synthesis is featured in the last section. A new life 
comes again, but is already a life transcended from the struggle. As a 
transcendence of the original notion, the third section becomes a new 
notion which anticipates fur ther contradiction and negation, therefore 
the music does not conclude in a finite form; instead, a tonally obscure 
passage makes the music sound unfinished. Actually, not just for the 
last section, even in the entire piece, there is hardly a traditional 
cadence. This lacking of full-stop, an innovative practise, also helps to 
» 
make this symphonic poem a continuous and infinite one. 
It is difficult to achieve a philosophical infiniteness with a 
musical finiteness. Or say in the other way, it is also difficult to 
combine a musical finiteness with a philosophical infiniteness. In this 
symphonic poem, a 'universal,' structural balance is still attained, 
though to a much less extent, with the similar atmosphere employed in 
the opening and closing sections, and also the similar materials used at 
theT)eginning and at the end. However, this balance is more a sonic 
124 
than a theoretical one, because the music starts in C major, but not 
ends in C. On the whole, this symphonic poem is a piece attempting to 
depict the infiniteness within the universal framework of music, with 
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C H A P T E R F O U R 
epilogue 
SOME OBSERVATIONS 
After Liszt's symphonic poems are studied, one finds that it is 
difficult to summarize the features of this group of music, in detail, 
through a general or universal structure which can be applied to all of 
them, because every one of Liszt's symphonic poems is unique in 
structure. There are various kinds of modified sonata form (e.g. Les 
Preludes, Festklange); various kinds of three-part form: those with 
similar materials presented throughout the music (e.g. Tasso), those 
with different ideas for every section (e.g. Mazeppa), or those in which 
different materials from the first two sections are clearly synthesized in 
the last (e.g. Hero'ide funebre); besides these, there are also arch 
form, and several-movements-in-one, which may also be viewed as 
‘ c e r t a i n types of a three-part layout. . 
However, within these varieties, there are still some features 
whieh are common to all the thirteen works, though these features can 
only be observed at a macro level. If the works are observed in a 
general way, all of them may be considered, to a certain extent, as in a 
sort of implicit three-part structure, even if they explicitly are in sonata 
form or arch form. In such an implicit three-part structure, the 
common features are presented; or contrariwise, by the common 
features, the implicit three-part layout is constructed. These features 




The Attainment of D i f f e r e n t Principles； 
The principle of contrast should be a universal feature for all 
music, at least for tonal music in the Western world. In Liszt's 
symphonic poems, there are different levels of contrast, especially 
those between different themes or different sections; but a kind of 
contrast which particularly needs to be mentioned is the one in which 
the contrasting (second) idea comes out of the original (first) one. 
This contrasting idea may be a transformation of the original, or 
fragments of it; obvious examples of this feature can be found in, for 
instance, Tasso and Die Ideale. In some pieces, similar materials are 
employed to build the original and contrasting idea. This practice also 
suggests that the second idea is a derivative of the first; the transitional 
theme in Les Preludes and the ‘Ophelia，in Hamlet are instances of 
such ideas. The significance of this practice may be musical as well as 
programmatic, and also 'philosophical/ since ‘contradiction comes out 
from the original notion owing to instability' is an important feature in 
Dialectics. Of course, it is impossible to say, just because of this point, , 
that Liszt's symphonic poems are dialectic music; furthermore, this 
feature is employed only in some of the works; yet this feature is worth 
mentioning here. 
The principle of transcendence is of particular interest in this 
group of works. From the musical point of view, there are different 
kinds of transcendence. It may be a transcendence mainly dealing with 
the main (first) theme; or a transcendence concerned with the 
subordinate (second, or transitional) theme, which is relatively soft at 
the beginning; it may also be dealing with both themes. In some cases, 
there are even new ideas presented at the end, in order to build up the 
‘ f i n a l transcendence. Whatever the case, one finds that, for a particular 
theme or for the piece as a whole, the progression of the musical ideas 
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in a symphonic poem is, on the whole, a process of crescendo from the 
beginning to the end. Even if the music starts in a dynamic way, as in 
Prometheus or Mazeppa, the most powerful passage is still 
presented at, or near the conclusion. 
Besides the crescendo, the change of modality is also a 
significant feature in achieving the sense of transcendence; except the 
last one, all the symphonic poems end in major mode, even if the piece 
begins in minor. This is a common feature for music in the Romantic 
era. Another significant feature in the process of transcendence is that 
there are very few instances of identical restatement of an idea; as we 
have seen, the occasional, identical restatements are usually omittable, 
since the principle of transcendence is achieved by a linear, instead of 
a reverting process. 
In most of Liszt's symphonic poems, the principle of 
transcendence comes with the principle of synthesis. That may be an 
explicit synthesis in which different themes or motives are integrated 
or combined; or in a way not so explicit, with a theme synthesized with 
an atmosphere, as in Tasso. In some of the pieces, synthesis is not so 
obviously conceived; but, as discussed in Chapter Two, the synthesis 
can still be considered to exist implicitly.^ 
The last symphonic poem by Liszt, Von der Wiege bis zum 
Grabe, should be mentioned again here, since the transcendence 
which it features is a peculiar one. Unlike the other pieces, in which 
the transcendence is presented in a more or less ‘sonic, way, with the 
sonic climax (the loudest passage) put near the end of the piece, this 
symphonic poem presents a conceptual or implicit transcendence; such 
transcendence is achieved not by dynamics but by the pitches 
仍 See p.13. 
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themselves. This is also a reason for the conceptual potentiality for 
fur ther transcendence. 
Since most of Liszt's symphonic poems, with the exception of the 
last one, progress in a crescendo, it is impossible for them to achieve 
the principle of balance sonically. Thus, this principle is mainly 
achieved through the use of themes and tonalities. In the usual 
situation, the opening idea, or ideas, are also the materials with which 
the music concludes. Of course, an opening idea may not be the 
material at the very beginning of the piece, because the very beginning 
is perhaps just an introduction.67 The outer appearance and the 
surrounding atmosphere of the ' idea/ which is usually a theme or just 
simply a motif, are usually transformed throughout the music, but the 
‘idea，itself does not change. Thus, even transformed or transcended, 
the main theme, for instance, is still the main theme; motif A is still 
motif A. Other than those pieces with similar materials employed for 
the opening and closing sections, this principle of balance also occurs 
where different ideas are presented in different sections. In Mazeppa, 
even the ‘oriental，ideas are prominent in the last section; the main 
theme appears once in the final synthesis to give balance to the music. 
The only exception to this practice is Hunnenschlacht, in which the 
f i r s t theme is not restated in the conclusion; this should be a 
programmatic consideration for this particular piece. 
Besides themes, the use of tonalities is another means of 
achieving the balance. If a symphonic poem starts in a minor key, it 
will proceed to a major key with the same tonal center in the final 
67 There are many factors in determining whether an opening 
passage is an introduction or not. It may be determined by 
its length; by the completeness of materials presented in the 
passage; or by the treatment of the materials in the entire 




conclusion. In other words, if the piece starts in C minor, it will be 
concluded in C major; if the opening is already in major mode, the 
music will of course be closed in the same key. Von der Wiege bis 
zum Grabe is again the only exception to this practice. 
The New and the Old 
Music is different from philosophy. To write a piece of music is 
not to construct a philosophical idea; even if the philosophic idea is 
presented in the music to a certain extent, their appearance will not be 
identical. That is because a piece of music must be a finite process, no 
matter how infinite the feeling it suggests, but a philosophic idea can 
represent an infinite process, in which the concepts can be developed 
endlessly. The value and significance of a piece of music can only be 
finally determined from a musical viewpoint, not a philosophical one. 
In Liszt's symphonic poems, new practices of transcendence and 
synthesis are employed to signify new romantic ideas, the active, 
adventurous and courageous romantic spirit. Liszt, however, did not 
completely discard classical ideas in his music, the 'universal' 
principles of contrast and balance. The new practices were employed, 
not to replace, but to develop the universal principles. In other words, 
Liszt constructed his symphonic poems according to universal, musical 
values, but with innovative ideas, activated by new cultural and 
ideological phenomena, engaged in making the music revolutionary. 
The innovative ideas can be conceived in a dialectical way, since 
transcendence is also the most significant aspect in the system of 
Dialectics. But of course Dialectics in music can only be conceived 




The relationship between the new and the old practices is 
interesting. In Liszt's symphonic poems, the old practices are 
employed, for they are the core features of music, but owing to their 
limitation in the expressiveness of the new ideology, new practices are 
engaged. In this relationship, the new ideas should be the more 
significant, since by the employment of the principle of transcendence 
and that of Dialectics to such a large and thorough extent, the music is 
led from a traditional realm into a new and active sphere. From this 
point of view, the new ideas are more significant and valuable than the 
new techniques; therefore, Liszt is seen as a true innovator and 
modernist in the musical realm. 
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Abstract: 
Artistic styles change from time to time; every change in the arts 
denotes a development in cultural ideas, and thus depicts a progression 
in ideology. 
The eighteenth century was an era of classicism: classical people, 
classical ideas and classical music. That was a time of stability and 
protection; people adopted a homogeneous value of living as a shelter 
from the turmoil and instability. This desire for stability also brought 
an ideology of limitation, since to keep the development within a pre-set 
limit was a good way of ensuring stability. As a reflection of this idea, 
classical music displayed similar characteristics. Music in the Classical 
era featured the principle of contrast and balance. While the concept of 
contrast is essential for building musical value at different levels, the 
concept of balance was achieved by a reversional style; that is a style in 
which a musical idea is restated, after the contrasting idea, in the 
original shape in order to build balance. 
In the Romantic era, the ideology changed; no longer praising 
limits, homogeneity and stability, the romanticists acclaimed the 
adventure of seeking a new world, although the new world was unknown 
and might be unstable. To depict this idea, romantic music also 
employed innovative concepts which can be considered as developed 
from the older ones. Among the new concepts, the principle of 
transcendence was significant. With this principle, the balance in a 
piece of music was no longer achieved by reversion, but by 
transcendental reiterations of the original ideas; occasionally, such 
transcendence could also be attained by synthesizing different ideas 
> 
which were at first stated separately. As a denotation of cultural ideas, 
this concept of musical transcendence can be conceived as a musical 
counterpart to the system of Dialectics, introduced by the German 
philosopher Hegel in the early nineteenth century, which is a 
philosophical system for constructing the world of ideas. 
Liszt's symphonic poems, written mainly around the mid-
nineteenth century, are the object of the present study. This study is 
concerned with the macro structure, not the minute details, of the 
pieces, because the structure is essential in perceiving and determining 
the different styles. In this study, we find that every one of Liszt's 
symphonic poems is unique in structure, but the old practices of contrast 
and balance, and the new practices of transcendence are featured in all 
of them. Through these observations, we know that this group of works, 
« 
as representative of romantic music, led music into a new and more 
active sphere through employment of the dialectical concept. The new 
sphere was proclaimed by the romanticists, but old, or perhaps 
universal, practices were still preserved in the symphonic poems in 
order to retain musical value. 
This study is not written to prove that Liszt composed the music to 
show a philosophic idea; instead, the author wants to introduce a new 
way^nd new possibility of perceiving music, and one significant 
difference between the music in Classical and Romantic eras. 
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